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T GUITAR WORLD, we like to 
think that every technologi- 
cal leap represents another 
opportunity to deliver your 
guitar information in a more exciting 
way. It’s in this spirit that we are cur- 
rently working on a number of digi- 
tal innovations designed to help you 
become a better player, and do so in 
$ you never imagined possible. 
t month we introduced you to 
Guitar World Digital, our new, full- 
screen, high-definition media player 
that allows you to stream or down- 
load Guitar World content, including 
the informative lessons and reviews 
found on this month’s d 
For those that missed the 
announcement, the facts are worth 
repeating. By downloading and 
installing the Guitar World Digital 
player at guitarworlddigital.com, you 


can stream or download this month's 
disc content on your computer over 
your internet connection. To do so, 
you'll need your unique code: if you 
are a subscriber, your code is your 
account number and can be found on 
the mailing label on the front of the 
magazine; if you purchased this issue 
on the newsstand, the code can be 
found on the sleeve of the disc pouch 
inserted in the magazine. 

In addition to disc content, you can 
use the player to access Guitar World 
instructional DVDs, back issues of 
Guitar Legends and much more. 
Plus, you can download everything 
to your computer and store it all in 
one convenient place. We guarantee 
the enhanced viewing experience will 
be worth the small amount of effort it 
takes to get set up. 

In addition to Guitar World Digi- 


THE WOODSHE 
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tal, we will be taking another gigan- 
tic step toward bringing you the 
absolute best in guitar instruction 
with our new Guitar World Lick of 
the Day app for the iPad, iPhone and 
iPod Touch. Guitar World Lick of 
the Day is a monster app that deliv- 
ers a challenging lick to subscribers 
every day. Each lick includes video 
featuring GW instructors and gui- 
tar celebrities such as Zakk Wylde 
and Joe Satriani, who demonstrate 
the hottest riffs in a wide variety of 
styles. What's really cool is that the 
tab and standard notation for each 
lick scrolls in sync with videos, mak- 
ingiteasier than ever to watch, listen 
and learn. To get the complete scoop, 
check out lickofthedayapp.com, and 

look at page 80 for details as well. 
—BRAD TOLINSKI 
Editor-in-Chief 


The 2-channel ENGL Fireball 100 
is an easy-to-handle workhorse that 

has more low end, punch and mid-range than 
ever. Simplicity at its finest! 


ELVET DISTRIBUTION 


| S 


info@velvetdistribution.com - 


Powerball I 


100 


. POWERBALL Il 
More versatile than its predecessor, the ENGL 
Powerball Il is one of the most flexible amps. 
available. Four separate Gain and Volume 
controls and a Mid Boost option are just a few 
well-designed features in this 4-channel beast. 


100 watts of 6L6 power, Master A & B, Noise Gate, switchàt 
ak е 
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JUSTIN BORUCKI 


SOUNDING 


I couldn’t have been more 
ed to see Zakk Wylde and Alexi 
Laiho on the cover of the October 
issue. I’m definitely looking for- 
ward to seeing them together on 
the Berzerkus tour. Thank you, 
Guitar World, for continuing to 
cover the true six-string super 
stars of this generation. 
—Dillon Рог} 


Thanks for the Dear Guitar Hero 
with Heart’s Nancy Wilson 
[October 2010]. female gui- 
‚ Гуе always looked up to 
not only for her abilities а 
a guitarist but also her strength 
and h xiness. It was nice to 
get her views on a variety of sub- 
jects, including her definition of 
a "magic man"! 


—Missy Fol 


Alan Paul did a fantastic job in 
the October issue with his look 
back at the making of the Door 
Morrison Hotel album, as well as 
the interview with Robby Krie; 
er about his new solo album. 
Though, last I checked, the Dooi 
weren't from San Francisco, as it 
said in the story—they were an 
L.A. band! 


—Don Seinfeld 


You’re correct, Don...but it was 
the editorial staff that goofed, 
not Alan Paul. 
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copy of the 30th Anniversary 


1e, and I haven’t missed an 
issue since. It always makes my 
day to read about the greatest 
instrument ever made and the 
ories that I’m sure you guys 
go to hell and back to find. Plus, 
I can honestly say I've learned 
more about guitar playing from 
a single issue than any site could 
teach, and I can't thank you guys 
enough for it, especially 
the lesson on Ozzy Osbourne's 
“Over the Mountain" helped me 
win my school's talent show. 
Keep on doing what you do. 
—Eddie Rowan 


Ilove Guitar World and have been 
reading it for two decades now 
(1 even wrote for it in the early 
Nineties). I particularly like the 
Soundcheck reviews by Chris Gill 
and E and. They're infor- 
mative, insightful and, somehow, 
very objective. Some personal 
preferences come through from 
time to time, but generally you get 
a good sense of each product. In 
the October issue, Chris Gill out- 
did himself. In the review for the 


K 


Fahmi Fabian ^ 

AGE 26 

HOMETOWN Jakarta, Indonesia 

GUITARS Custom Saguitarians #3 Bullseye 
SONGS I'VE BEEN PLAYING “Wherever I 
May Roam” by Metallica and “Dread and the 
Fugitive Mind” by Megadeth 

GEAR I MOST WANT Marshall ЈСМ800 
2203, Jim Dunlop GCB-95F Classic Wah Wah, 
MXR Dyna Comp, vintage Boss 00-1 overdrive 


DECEMBER 2010 


i Dean Deceiver (which looks like 
a sick ax), I loved that he wrote, 
“the master tone knob is out of the 
way (where it belongs).” It was an 
atypical bit of subjectivity, but one 
which I’m sure almost every read- 
er agrees with. Good job by him to 
inject that bit of humor. 

—Dave Solomon 


L love it when I go to the mailbox 
and find the latest Guitar World 
ach month. My favorite section 
s the Vulgar Display of Power 
Illustrator Adam Cooper does an 
awesome job. Joe Bonamassa's 
rig in the October issue looked 
! You can even learn some 
ome tricks by studying the 
drawings. Keep up the great work. 
—Michael Chenault 


I just wanted to make a comment 
about Guitar World Digital. I love 


much on a physical disc anymore. 
I can still ac all the monthly 
video content without having 
i to pull out the disc every time I 


Jacob Mc "em 

AGE 11 

HOMETOWN Enterprise, AL 

GUITARS 198? American Fender Bullet, 
Harmony acoustic 

SONGS I'VE BEEN PLAYING "One" by 
Metallica, “Free Bird” by Lynyrd Skynyrd 
and various Beatles songs 


GEAR I MOST WANT Fender Telecaster, 
Fender G-DEC amp 


it! It's great to not have to rely so : 


BOARD 


i want to watch something. And 
while I haven't yet experiment- 
і ed with the other features in the 
i Guitar World Digital player, I 
know it won't be long before I'm 
downloading instructional DVDs 
and back issues of Guitar Legends. 
Kudos to you all for taking a step 
in the digital direction. 
—Robert Barno 


We're glad you're enjoying it, 

Robert. To learn more about 

Guitar World Digital, visit 
: GuitarWorldDigital.com. 


Nick Kennedy from Claremore, 
Oklahoma, recently won a Fender 
atocaster in the Guitar World/ 
Full Sail Summer Strat online 
weepstakes. Congrats, Nick! 


Todd Driver 

AGE N/A 

HOMETOWN Montgomery, AL 

BUITARS 1996 Gibson Les Paul Jimmy Page 
Signature, numerous Dean Dimebag models, 
autographed Yngwie Malmsteen Signature 
Strat, 27 other assorted guitars 


SONGS I'VE BEEN PLAYING “Lay It on the 
Line" by Triumph, "Mouth for War" by Pantera 
and “Bark at the Moon” by Ozzy Osbourne 


+ GEAR I MOST WANT Mesa/Boogie cabinet 


ARE YOU A DEFENDER OF THE FAITH? SEND A PHOTO, ALONG WITH YOUR ANSWERS TO THE QUESTIONS ABOVE, TO 
DEFENDERSOFTHEFAITH@GUITARWORLD.COM. AND PRAY! 


I've been a fan of Guitar World 
since a friend loaned me his 


The Sounding Board, Guitar World, 149 Fifth Avenue, 9th Floor, New York, NY 10010, or email us at Soundingboard@guitarworld.com. 
All subscription queries must be emailed to GWOcustserv@cdsfulfillment.com. Please do not email the Sounding Board with subscription matters. 
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Martin and 
+ Herbert 


Fo r.We Are Many 


The metalcore oup goes with its gut on its latest album. 


il zm WIEDERHORN Photo by TREY CLARK 


S metalcore band ari 0 standart e ay, I’m going home to 
ed their reh 1 ў ves, С y With the help of the 
n the follow-up to : compiling riffs into songs, they spent ; and producer A. 
2008's Overcome, they were pressured by their : more than two months agonizing over = 
ord compa y e songs in the vein of : which ones to use. а alized song 
“So many times, one of us would i That Remains overcame their differ- 
Oli Herbert 6 is is my favorite thing,’ and mbled their most cohe- 
s sisourjob.” } everyone else would say, “No, that e and enduring album yet. 
There are numerous dio friendly moments on tls," y] i ike М “Our last album w 
the band's new album For We Are Many, including ; ti Jhen it got really bad, Oli 
the soaring, midpaced *From the Outside" and the vould quietly rock back and forth and 
melanchc oustic ballad “T ting One." rontman] Phil [Labonte] would go, 
However, most of the record is a deft blend of r apid, 
crunching thrash riffs, s 
and articulate guitar leads that Herbert drew from 
arious melodic motif: GUITARS (Herbert) Ibanez Xiphos; (Martin) PRS Custom 22 
I'm not against catchy music," Herbert “I just AMPS (Herbert) Peavey 5150; [Martin] Peavey 6505 
didn't want to do a carbon co something else that EFFECTS (both) Maxon Overdrive, Boss Digital Delay 
ful. You just have to write what you're really STRINGS (both) Ernie Ball 
vise you're doomed to fail. 
Their record label's expectations were nothing com- 
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Kenny Wayne Shepherd Takes the 


Windy City by Storm 


The guitarist teams up with the great Hubert Sumlin and Double Trouble on his new dise, LIVE! In Chicago. 


By TED DROZDOWSKI 


Shepherd's new LIVE! In Chi- 
cago is a breathless high-wire 
act that balances snarling 
improvisational and structural 
liberties with the immutable 
truisms of the blues, such as brickhouse 
shuffles and the good ol' I-IV-V. 

It's also a friendly crossgenerational 
sparring match that pits the 33-year-old 
guitarist with a clutch of heroes more 
than twice his age, including former 
Howlin’ Wolf guitarist Hubert Sum- 
lin, Muddy Waters drummer 
Willie “Big Eyes" Smith, New 
Orleans legend Bryan Lee, and 
Buddy Flett, a fleet picker who 
mentored Shepherd in their 
hometown of Shreveport, 
Louisiana. It's all anchored 
by Double Trouble's Tommy 
Shannon and Chris Layton, 
who is the full-time drummer 
in Shepherd's band. 

"Playing with these guys 
was amazing," says Shepherd, 
who took this crew on tour аз а 


Days Out: Blues from the Backroads. That 
project found him traveling to the Delta 
and other rural locales to collaborate with 
a host of blues veterans—from stars like 


TGR U ИНТЕР 


is an all-aluminum 


completely converted to usin: 
guitars now. They work great, 


cheap copy that looked like an SG. It was 
really terrible. 

What was the first song you learned? 
Ihave no idea. But I started trying to learn 
songs by the Who relatively quickly. 


to none. 


Buzz Osborne 
OF THE MELVINS 


What first inspired you to pick up a 


Bride Screamed Murder? 


guitar? What do you recall about your first gig? : stymied, I just jam cover songs and it 
Tt looked like it would be fun to do. The first proper show was a Melvins show : brings me out of it. People get so hung up 
What was your first guitar? in the early Eighties. It was a punk on technical ability, which has nothing to 


T didn’t start playing until I was almos do with music, Usually. 
out of high school, and I used somebody's 


cheap acoustic. My first electric was a : 


show. We opened up for two bands from 
Canada in Olympia, Washington, and it 
went okay. We played the same place afew : 


TRAT-SLINGER Kenny Wayne į 


“MY GOAL IS 
TO PENETRATE 
PEOPLE'S SOULS 


WITH THE 
NOTES 
IPLAY?” 


living sequel to his 2007 blues odyssey 10 : 


B.B. King to obscure down-homers like : 


weeks later and went over pretty good. 
What's your favorite piece of gear? 
It's all about the guitars. My current guitar 
itar built by Kevin 
Burkett at the Electrical Guitar Company. 
I started using it about a year and a half 
ago. I played Les Pauls up until then. I've ; 
uminum 
ecially in 
an electromagnetic field. They're second 


How has your playing evolved on The 


My guitar playing is aimed at coming up 
with new material, always. And if I get : 


T'malso a much more confident player. 
I can play things now that I couldn't play : 
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Georgia's Neal Pattman. 

“When I was 13, I stood in front of the 
mirror at home trying to learn Hubert's 
riffs off records," Shepherd continues. 
“Now I'm standing onstage watching him 
play right next to me on Wolfs ‘Rockin’ 
Daddy.’ I'd put on a Stevie Ray Vaughan 
album to play to, and Chris and Tommy 
were my imaginary rhythm section. I was 
living my fantasies on this tour." 

But the concert disc from Chicago's 
House of Blues is also a real testimonial 


i tothe state of his playing. On it, Shepherd 


ricochets between his own 
hits, like *Blue on Black," 
and chestnuts that include 
a cover of King's version of 
*Sell My Monkey." Since 
making his recording debut 
at 17, Shepherd has kept 
evolving over the course of 
five albums, various Experi- 
ence Hendrix tribute tours 
and other exploits, and today 
he wields his fanged Fender 
tone with earned maturity. 
“My goal is to try to pene- 
trate people's souls with the notes I play," 
he explains. “I’ve learned from guys like 


i Hubert and B.B. King that it's all about 
i picking the right notes, bending a string 


at the right time and putting all the pas- 
ion I can behind it.” J 


0 years ago. It's an ease thing. I used to 
have to rehearse all the time, but now I 
ап just play. 
What's your proudest moment as a 
player on the new record? 
The chord progression on "Evil New War 
Bod" is very odd, and it's in C-G tuning [low 
to high, C G D G B E]. It's strange, and it's 
got slides in there. The vocals kinda cover 
up what's neat about it. "The Water Glass" 
is also in C-G tuning, and I was really happy 
about that riff. strange combination 
of things. n 
I fell into С-Б tuning about 20 years 
ago from just screwin' around-which I do 
alot of. Somebody told me the guitar's just 
ined to fifths. I don't read music, and I 
don't have any idea about that kinda stuff, 
so I discover a lot of things that are old 
hat. It's a pretty strange way of playing 
—RANDY HARWARD 


ROBERT KNIGHT (SHEPHERD); JIMMY HUBBARD (OSBORNE) 


(from left) 
Tournet, Potter, 
Popper and Yurco 


Grace Potter and the 
Nocturnals Freshen Up 


Modern ambient sounds blend with blues rock on the band’s new self-titled album. 


by MIKAEL WOOD Photo by CHRIS SHONTING 


COTT TOURNET PLAYS in what may well 
be the funkiest, most soulful band in that 
fierce soul-funk hotbed known as Ver- 
mont. Even so, this founding member of 
Grace Potter and the Nocturnals is haunt- 
ed by existential worries. “I feel like, in 
this day and age, just being an awesome lead gui- 
tar player is almost not enough,” he says. “It’s been 
done so well that it’s kind of like, What can you do 
to top that?” Tournet's solution has been to diver- ; Dave Matthews Band), With touches 1 
sify: before the Nocturnals recorded their third stu- : the dreamy, Radiohead-style squiggles in 
dio disc, a self-titled effort released in June, they : “Tiny Light, 


and b: Catherine Popper; that freed 
up Tournet to focus on what he calls “the 
icing on the cake: lap steel, lots of reverb, 
acey delay.” 

That icing unquestionably sweetens 
the band’s groove throughout Grace Pot- 
ter and the Nocturnals, which they made 
with producer Mark Batson (Alicia Keys, 


i recruited second guitarist Benny Yurco ! 


s the rare retro-rock record 


worth listening to through headphones 
Says Potter, “Scott’s soundscapes alway 
make me think of Jonny Greenwood, 
whom the singer calls “almost not a gui- 
tar player.” “What we do comes from soul 
music and the blues, but on this record we 
wanted to expand upon that and move it 
forward,” Tournet says, “add something 
from the future to the old-school.” 

Of course, all that detail more or less 
recedes into the background when the 
Nocturnals (including drummer Matt 
Burr) take the stage, where Potter rules 


i with a fiery presence that's earned her 
i comparisons to Janis Joplin and Bonnie 


Raitt. She compares the band’s situation 


i to that of Wilco. “They’re a great live 
i band whose records are almost com- 
i pletely different beasts," she says. “We 


just wanted to make an album that was 
its own experience." [ 
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Paul Gilbert Digs the Dirt 


The shred virtuoso indulges his overdrive addiction on Fuzz Universe. ву STEVEN ROSEN 


AUL GILBERT IS experi- 
encing an occupational 
hazard: tinnitus, It’s what 
happens when you've 
made your living for the 
past 25 years standing in 
front of monster amp rigs and play- 
ing music at ear-crushing levels. 
He suffers from a mild buzzing in 
the ears but is quick to discount the 
malady. “I can still hear my guitar,” 
he says, and on Fuzz Universe, his 
new instrumental record, Gilbert 
and his Ibanez create a world of 
sounds no one has ever heard. “It is 
the universe where all rock players 
live,” he explains. “We all use dis- 
tortion, overdrive, gain and satura- 
tion. I call it ‘fuzz.’ The first time I 


i heard ‘Mi: 


ippi Queen,’ my fuzz 
addiction was permanent.” 

Fuzz Universe is populated by all 
manner of strange effects coaxed 
from weird stomp boxes. A company 
lled Majik Box even built the gui- 
arist his own signature overdrive 
pedal called, appropriately enough, 
Fuzz Universe. Gilbert’s challenge 
was not so much to uncover these 
nic textures but rather to adapt 
hem to styles ranging from warp- 
eed single-note picking (“Olym- 
pic”) to complex layers of rhythm 
“Blowtorch”). “Having distortion, 
or fuzz, added a lot of harmonic 
«citement to the sound, but I had 
} to play very accurately, or the string 
i noise would become a mess,” he 


had to use my technique to 
in the clarity of the notes.” 

Gilbert admits Fuzz Universe was 
not an easy album to write but says 
it contains “my best vibrato ever, 
chord changes I’ve never used 
before, and longer songs than I’ve 
ever written.” He even ranks the 
title track as a contender—along 
with “Scarified” and “Technical 


Difficulties"—for his best instru- 
mental ever. 
“This is the closest I’ve gotten to 


my ultimate guitar sound,” Gilbert 

ys. “There’s emotional vibrato, 
chunky rhythms, groovy riffs, face- 
melting solos, phase-shifted chords 
and the ability to control the guitar 


i when it’s clean or distorted." 


IN BRIE On November 9, 2977711 s Crossroads Guitar Festival 2010 comes to Blu-ray and DVD, courtesy of Rhino. The all- 

day concert event took place on June 26, 2010, at Chicago's Toyota Park and featured performances from Clapton, ZZ 
Top, Buddy Guy, Jeff Beck, B.B. King, John Mayer and many others. All profits from the event went to the Crossroads Centre in Antigua, a 
treatment and education facility for chemically dependent persons founded by Clapton in 1998... The year 2012 is the tentative release 
date for Perpetual Burn: The Story of Jason Becker, a feature-length documentary chronicling Becker's life, career and ongoing battle with 
ALS. For more information, visit jasonbeckermovie.com... Fans of and 1] will want to check out two new DVDs from 
MIG (Made in Germany Music): Michael Schenker Group-Hard Rack Legends Vol. 2 and UFO-Hard Rock Legends Vol. 1. Each features a full 
concert by the artist filmed in Germany in the early Eighties for the Rockpalast television program. 


JAMES CHIANG 
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ROSS HALFIN 


David Gilmour Teams Up with the Orb 


The Pink Floyd guitarist joins the ambient-techno pioneers for an out-of-this-world 
electric guitar-driven adventure: Metallic Spheres. By оом Lawson 


HERE'S LITTLE CHANCE of hearing Pink Floyd perform to- 
gether again anytime soon. Although Roger Waters is on 
tour with The Wall, and reportedly will be joined by David 
Gilmour on some surprise dates, there's been nothing to sug- 
gest that drummer Nick Mason will join the fold for a perfor- 
mance or future project. And with the death of keyboardist 


might even say it was long in coming. Widely her- 
alded as the ecstasy generation's very own Pink 
Floyd, the Orb blew countless minds with their 
1991 debut, Adventures Beyond the Ultraworld, 
on which they gleefully mixed the atmospheres, 
dynamics and limitless explorations of prog 
with the disciplined rudiments of dub, dance 
and inventive sample manipulation. Tracks like 
“Little Fluffy Clouds" and “A Huge Ever Growing 
Pulsating Brain That Rules from the Centre of 
the Ultraworld" became chill-out room staples. 

“When we were DJing, it was an ambient 
thing," Paterson says. "But because we were add- 
ing all this other instrumentation and we had a 
live drummer and the whole light show, people 
thought it was more like the Floyd." 

“The whole idea was influenced by Floyd's 
sound-and-light philosophy, the show being as 
important as the band," adds Youth, an Orb asso- 
ciate, respected producer and performer known 
for his work with Killing Joke. "There were real- 
ly strong parallels between what we were doing 
and prog rock." 

Fast-forward to 2010 and the group's collabo- 
ration with Gilmour. Both Paterson and Youth 
knew Gilmour through their friendship with fel- 
low musician Guy Pratt, who is married to Rich- 
ard Wright's daughter. 

“I met David on a number of occasions," 
Youth says. “He rang me up for some advice 
about a charity record he was doing. I said, ‘Why 
don't we do a collaboration with you and Alex 
from the Orb?’ We spent a day with David at the 
studio with his guitar, and he just plugged in 
and started playing, and it became this 25-min- 
ute track. After Dave left, I thought, There's 
so many twists and turns in this jam, we could 
stretch it out, put a few things in and turn it into 
a 50-minute album. So that's what I did!" 

The results are spread out over the two lengthy tracks that make 
up Metallic Spheres: "Metallic Side" and "Spheres Side." Clocking in 
at 28:42 and 20:12 respectively, each track has five movements on 
which Gilmour works his signature licks on electric guitar and lap 
steel. The album is available on vinyl and CD, with a special two-CD 
version delivering a surround-sound experience via ordinary stereo 


Richard Wright in 2008, a true Pink Floyd reunion is impossible. i gear, with no special equipment required. 


However, fans ofthe band can get an approximation of 
the legendary prog-rock act's ageless spirit courtesy of a 
new album that teams Gilmour with British ambient-tech- 
no pioneers the Orb. Titled Metallic Spheres and released 
under the banner ofthe Orb Featuring David Gilmour, the 
album is a compelling union of classic and contemporary, 
uniting Gilmour with a band that has often been compared 
to Floyd for its ambient prog-based excurions and trippy 
performance-art concerts. The 50-plus minutes of music 
on Metallic Spheres contain some of Gilmour's finest solo 
work of late, with lengthy workouts reminiscent of vin- 
tage Floyd tracks like "Echoes," from Meddle, the group's 
classic 1971 album. 

It's not hard to understand why Gilmour teamed up with 
Alex Paterson and Thomas Fehlmann, a.k.a. the Orb. Some 


And with Pink Floyd activity suspended until 
further notice, that's arguably the closest fans will 

“ a 
WE SPENT A get to new material that’s imbued with not only the 


DAY WITH DAVID prog legends’ influence but also their artistry. All 
AT THE STUDIO. things considered, that’s pretty close—and for fans 
x of Gilmour's guitar work, it's sure to be satisfying. 

“I prefer to think of this record as more techy, 
but with very, very big sounds and Gilmour's gui- 
tar," Paterson says. *Not many people have done 
that, except maybe [guitarist Steve Hillage's ambi- 
ent dance band] System 7. Someone said to me the 
other day, "What a dream it would be to get Steve 
Hillage and David Gilmour onstage together with 
the Orb? And I said, ‘Okay, but could we add Jimmy 
—YOUTH Page to that too? " 
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BETCHA CAN’T PLAY THIS 


[SYLVAIN COUDRET of souwork) 


“Т HIS IS A single- 

note run based on 

the D Phrygian- 
dominant mode [D E^ F7 
GAB} C] that incorpo- 
rates several different 
playing techniques to 
create an interesting, 
rolling contour. I tune my 
guitar to drop-B, which 
is drop-D tuning down 
one and one half steps 
[low to high, B F2 B E 6# 
Сӣ, so while I'm thinking 
of the run as being in D, 
it actually sounds in B 
[Phrygian dominant]. 

"Bars 1-3 are played 

entirely on the G string 
and feature sextuplet 
phrasing [six-note group- 
ings], with an extra two 
18th notes tagged onto 
the end of each bar, 
which makes it an odd- 
meter lick [13/8 instead 
of 12/8]. I alternate pick 
the first three notes 
of each sextuplet with 
palm muting [P.M.], fol- 
lowed by an unmuted 
double pull-off, which 
creates a nice contrast, 


Check out 


i going back and forth 
i from staccato to legato 


articulation. There's 


i a four-fret stretch 
i required in these first 


three bars, so make sure 


i your fingers and wrist 
are thoroughly warmed 


up before playing the 
lick, to avoid uncomfort- 
able cramping or pos- 
sible injury. Be sure to 
palm mute the bottom 
three strings throughout 
these first three bars, 
even when doing the 
pull-offs on the G string, 
in order to keep them 
from ringing. 

"Bar 4 is built on 
diminished-seven 
arpeggio shapes and 
introduces some string 
skipping between the 
G and high E strings 
and ascending and 
descending legato finger 
slides, which I use to 
shift positions. The run 
winds up in bar 5 with 
some unbroken alternate 
picking as I ascend the 


i D Phrygian-dominant 


mode across the top four 
strings, leading to a high 
D note at the 10th fret, 
which I shake then slide 
down from. Notice that I 
add a couple of chromatic 
passing tones on the top 
two strings during this 
final ascent. These extra 
notes serve to smooth 
out the contour of the 
line and make for an even 
number of notes per 
string [four], which works 
well with this kind of 
alternate-picked run." 


Drop-D tuning down one and one half steps (low to high, B FË B E GË CH). 


Freely 
N.C.(Eb) 
1 PM....-- 


(0) 
2 PM., 
я ; 


117-811 
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PLAYLIST 


WHAT'S ON 
MY iPOD? 


Andy Williams 
EVERY TIME I DIE 


(1 for Ruin-Les Savy Fav 

“A perfect record from а band that gets better 
with every release. Probably one of the most 
underrated and underappreciated bands ever." 


B This Is Happening-LCD Soundsystem 
“James Murphy is this generation's David 
Bowie. Bold statement, I know, but this guy is 
а genius. He can make any normal riff a catchy 
chorus because his voice is so good and the guy 
understands a hoo 


[3] Heavy Breathing-Black Breath 

"For me, metal has become safe and lame. I 
remember hearing Left Hand Path by Entombed 
and thinking they were gonna saw me in half 
and eat me. Well, that feeling came back when 
Iheard this band and saw them live. Take the 
triggers off the drums, shove your 808-drops up 
your ass and buy this record, It's perfect metal." 


fe Swallower-Alpha 8 Omega 

"Crossover hardcore was a big part of my life. 
Inthe last few years, bands really let that slip. 
Alpha 8 Omega are the best of hardcore and 
metal. If this record had come out in the late 
Eighties, I would put their poster on my wall. 
Hell, if they had one now I probably would." 


[5| Pony Express Record-Shudder to Think 
Guitarist Nathan Larson is a god. The melodies 
he wrote on this record are just retarded. The 
guitar tone is perfect, too: punchy, crunchy, and 
smooth when it has to be. Pony Express Record 
is a permanent fixture on my playlists." 


Every Time I Die's fifth album, New Junk 
Aesthetic, is being rereleased on October 19 
along with a new DVD of on-the-road antics 
entitled Shit Happens: The Series? 


HANNAH VERBEUREN (COUDRET) 


Lune Ups 


DEAR GUITAR HERO 


JERRY CANTRELL 


Interview by KORY GROW 


Black Gives Way to Blue 
has received so much praise 
from fans and critics alike. 
Did you ever expect that it 
would be received so well? 

—Riley Thompson 
Boy, you know, it’s really hard 
to expect something to do well. 
I think you have to start by mak- 
ing sure it’s created from a good 
place for you, and you hope for 
the best from the others. My 
approach is to always try to write 
and make music that Га like to 
hear, even if I wasn’t in this band. 


Ihave always wondered 
how you ended up in Pantera's 
Vulgar Videos next to a hand 
dryer, holding a dildo. Was 
that a rough night? —Kevin 
Oh, yeah. We were always jack- 
ing around. The sense of humor 
and sarcasm in the Alice and 
Pantera camps was fucking 
extremely high. [laughs] Plus, 
we were pretty young. We just 
liked to have fun, and we spent 
a lot of time together. And 
Dime and Vinnie [Paul] always 
had a fucking video camera 
going. I don't exactly know 
the circumstances of the dildo 
thing, but it was around, and I 
just grabbed it and started, well, 
fucking around. [laughs] 


It's well known that you 
and Dimebag Darrell were 
friends. Got any good stories 
about him? -Jim б. 
I was going out of town one time, 
and I had given my GMC Yukon 
truck to a friend to take care of. 
He dropped me off at the airport, 
and somehow Dime got a hold 
of my truck for the weekend 
and took it to a detailer place. 

He put all sorts of decals on it, 
flames, big fucking steer horns 
on the front, sirens and little dice 
things for the tires. He prob- 


i Twas playing їп а little band with 
abuddy of mine that worked at 

a music store in Dallas, Texas. 
The G&L was there in the store, 

i and I just liked how the neck felt. 
i The back was unfinished sanded 
wood, so it was very easy to move 
i up and down. It was also thin but 
wide, and the fret spaces were 
ind of big. The guitar’s single- 


; up by Dime, I wasn't happy at all. 
But I got the joke about 10 or 15 
minutes later. I guess they have 
the whole truck transformation 

i on videotape, too. I've never seen 
; that, but I'd like to. I bet it was 
fucking hilarious. 


ably spent three or four grand 
just putting the most ridiculous 
shit on it. [laughs] When I came 
back from the trip, which was, 
if I remember correctly, not 

a very good one, I wasn't in a 
good mood. So I'm waiting there 
like, ^Where's my fucking car?" 
[laughs] He knew I was gonna 
be pissed about it, so he actually 
called me and had me meet him 
somewhere. When I arrived and 
у the car, which was all done 


What turned you on to the 
i G&L Rampage model and 

i made it your number-one humbucker, tremolo system 
guitar for the last 20-plus and single-volume-knob design 

i years? —Kyle Mullins ^ : heavily influenced me at the time, 
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CLAY PATRICK MCBRIDE 


too. It just felt right. So I worked 
pretty hard for a while, and I got 
а couple paycheck advances so I 
could put that thing on layaway. 
I remember the day I got it: I 
played that guitar so much that I 
literally slept with it. That thing’ 
been with me for most of my 
musical life. And it’s got a ton of 
soul and energy. 

One sad note about that gui- 
tar is that I’ve just recently had 
to retire it. Гуе never gone on 
tour without it. But it started to 
develop a hairline crack from 
the neck all the way through the 
back of the body to the butt. It’s 
pretty much done, which is a 
bummer. It might still be usable 
in the studio, but its live days 
are over, 


* Layne [Staley, deceased 
Alice in Chains singer] 
always seemed to have a 
wicked sense of humor. The 
Headbangers Ball water- 
park episode comes to 
mind. [The band showed up 
wearing goofy swimming 
suits, and Layne cast a fish- 
ing line into an aquarium, 


an act that got the group 
kicked out of the park.) Are 
there any practical jokes 
or really funny stories that 
stand out in your memory? 
—Dave V. 
Layne was fucking hilarious! He 
was always up for a good prank 
or a good joke. Ah, that water- 
park thing... [laughs] We knew 
we were gonna do this thing for 
МТУ, and, historically, we were 
always fucking around with 
those guys, especially [host] Riki 
Rachtman. We stopped at a Wal- 
Mart and Layne and Sean [Kin- 
ney, drums] went in and bought 
their outfits, that little fishing 
pole and a Speedo for me. That's 


“LAYNE WAS 
ALWAYS UP FOR A 


GOOD PRANK 
OR A 6000 
JOKE.” 


all 1 had! [laughs] But Layne was 
just a great guy with a good sense 
of humor. He really cared about 
everybody, and he kept things 
pretty light. That is, until we 
made music, which was when all 
the heavy shit came out. And that 
was something we had in com- 
mon as well. We took that really 
seriously, and we had a good 
time doing everything else. 


+ I find your soloing 
extremely tasteful. You 
never drag out a solo, and 
they are full of beautiful har- 
monies. Who would you say 
inspired you to develop this 
style? —Mark Franks 

I think the reason I fell into 
what I do is maybe I'm just a 
little lazy. [laughs] I've definite- 
ly gotten lazier over the years, 
as far as my technical ability 
goes when throwing out solos. 
I've always dug feel more. 
When it comes to guys that play 
with simplicity and feel there 
are three players that 1 look up 
to: Davey Johnstone [of Elton 
John and Alice Cooper fame], 
[Fleetwood Mac's] Lindsey 


Buckingham and Billy Gibbons. 
Gibbons is fucking amazing. 
He can have a real minimal- 

ist approach, but he can also 
throw it down. Plus Billy can 
create a solo that's more like 
another vocal part of a song. 


+ What are your favorite 
strings and what's your 
favorite fast-food place? 

-Kayne 
I used to use Dean Markley 
strings, but I recently changed 
to Dunlop because I work 
with those guys on my signa- 
ture [JC-95] Cry Baby, picks 
and effects and stuff. I use 10 
through 46 gauges. 

My favorite fast-food place 
has gotta be Irv’s Burgers in 
West Hollywood. It’s fucking 
awesome. It’s a little shack 
that's been around since 1950. 
The most recent owners аге a 
Korean family, and they're just 
really friendly and cool, and 
they make good, solid burgers 
and fries. It's nothing fancy, but 
it really satisfies. I've gotta hit 
that place about once a week. 
[laughs] 7 


» You've toured so much over the years. If you had to pick, who have been your top 
five favorite bands to tour with and why? —Carrick 


1. Van Halen 

We played with Van Halen 
pretty early on in our career, 
and at the first gig we actually 
rolled in late. We rushed to the 
stage, and I'm getting ready to 
go on, and Eddie [Van Halen] is 
in my pit. He's warming up and 
kind of smiling at me, and I'm 
like, Fuck! Dude, go somewhere 
else and do that. [laughs] It’s 
my first show and Eddie Van 
Halen's eight feet away and 
watching me. That was one of 
the worst shows I ever played 
in my life, or at least it felt like 
it because I respect the guy 
so much. 


2.Fishbone 

We played with them at Lolla- 
palooza, and they're one of those 
bands you never want to play 
after. Ever. [laughs] Fishbone had 
such a musical force and energy 
coming off of the stage. 


3.Metallica 

We were supposed to do an 
Alice tour with Metallica, but 
it never materialized. But they 


took me and Sean [Kinney, 
Alice in Chains' drummer] out 
on my solo record, trying to 
fulfill that commitment. At 
least half of it anyway. [laughs] 
Those guys have always been 
real supportive and just great 
people to be around. 


4.0zzy 

Ozzy and Black Sabbath are 
two of my biggest influences. 
They've even become models 
for dealing with all the changes 
we've gone through as a band, 
too. Also, we met [bassist] Mike 
Inez [who was in Ozzy's band] 
on that tour, and he eventually 


became a part of Alice in Chains. 
Ozzy's always been really cool to 
us, too, He means a lot. 


5.Slayer | 

We played with Slayer on Clash 
of the Titans іп ’91, which was 
another early tour for us. We 
spent a summer with Anthrax, 
Megadeth and Slayer. I was nev- 
er really a fan of Slayer before 
that. All I knew was that they 
were the Satan-worshipping bad 
guys. [laughs] But I really grew , 
to appreciate their music on 
that tour. And they turned out to 
be some of the nicest guys Гуе 
ever met in my life. They're also 
another band you don’t want to 
follow. [laughs] 
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JAY BLAKESBERG/RETNA (METALLICA); FITZROY BARRETT / RETNA LTD. (OZZY); ALEX SOLCA/COURTESY OF GEFFEN RECORDS (SLAYER) 


KEVIN WESTENBERG/COURTESY OF WARNER BROS. RECORDS (VAN HALEN); PAUL NATKIN/WIREIMAGE (FISHBONE), 


GREG TRIBBETT OF HELLYEAH 


The Fillmore Detroit * May 21, 2010 ° Detroit, MI 


Interview by KORY GROW Photos by NATHANIEL SHANNON 


“It's a heavy, crushing song and kind of an anthem for the band. The crowd gets into it, 
and it gets everything going.” 


HELLYEAH 


' )АМ! 

GODDAMN pa " ‘Goddamn’ is a fan favorite off our first record [2007's Hellyeah]. We come out with 
‘Hellyeah’ and then hit them with a song that everybody knows and everybody sings the 

MA TTER chorus. [singing] ‘Can | get a goddamn?’ ‘GODDAMN!’ The crowd really gets into it." 


COWBO Е | "There's a long break in the set [after Cowboy’), because it's the first single [from the 


1 
NAUS EA чә new album Stampede]. That gives из a chance to talk to the audience about the new 
record. We've been getting a great response to this song, and everybody's been singing it 


WOULDN'T KNOW live. It's definitely another fan favorite." 


STAMPEDE Band Intro " 'Alcohaulin' Ass’ is another one of our anthems. That song was written in 10 minutes — 
ALCOHAULIN ASS no shit. We were actually in the studio tracking vocals for our first record, and our 


engineer/producer Sterling [Winfield] went оп a beer run. | told Chad, ‘Let's write a 


BI country song,’ He's like, ‘Well, break out the riff.’ | broke out that riff, and he started 
BIG TAG writing the lyrics and 10 minutes later we had it. It was meant to be." 


" ‘Big Tag’ means big hits with Vinnie [Pau/, drums] at the end of the song. Like the big, 
"We're done. Here you go. That's it. Big salute. Thanks for coming out. We'll see you later.’ 
I just play big open chords." 


“In Hellyeah Š can just play all the metal Stuff, which i$ a great gig.” 


1, WASHBUR 

NATURE SERI 
^| wanted sometl 
on the fretboard and a cool design. But the 
main thing | wanted for my signature guitar 
was one volume knob and one pickup. I 
didn't want to have to deal with playing 
clean. | let [He/lyeah coguitarist] Tom 
[Maxwell] do all that shit. | just want to play 
with distortion. In Mudvayne, I'm the only 
guitar player, and | do everything, so | take 
advantage of having a second guitar player 
in Hellyeah. It lets me just play all the metal 
stuff, which is a great gig.” 
2. IBANEZ WD7 WEEPING DEMON WAH 
GUITAR PEDAL 
“As soon as | tried that wah, | just loved 
it. It lets you set everything — like volume, 
bass, treble— right on the wah. And you 
don't have to click it on. As soon as you 
step on it, it's on." 


Go to 
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HEART 


DARKNESS 


DIGS DEEP INTO PERSONAL TRAGEDY AND COMES 
UP WITH AN ALBUM OF UNCHARACTERISTIC AND 


DEEPLY FELT SONGS: BLACK SWANS AND 
WORMHOLE WIZARDS. | 


BY JOE BOSSO PHOTOS BY NEIL ZLOZOWER 


€ 2 VY \ 

& 

JOE SATRIANI OPENS THE FRONT DOOR TO 
his stylish, four-story house, located in the 
heart of San Francisco’s affluent Marina dis- 
trict, and smiles a warm yet slightly frazzled 
smile. It’s 10:30 in the morning, not exactly 
rock and roll hours by any stretch, and the 
guitarist admits that he’s operating on about 
four hours of sleep. 

“1 was up pretty late working on some mu- 
5, leading me inside his spacious, 
well-appointed living room. “It’s weird: even 
though I just finished an album, I just can’t 
seem to stop writing sometimes. You get on a 
roll and all you can do is just go with it.” 

The album Satriani is referring to is his 
14th solo studio effort, Black Swans and 
Wormhole Wizards. It would be an unusual 
album title for anybody else, but for Satch, 
not so much. The big surprise, however, is 
the music itself, which the guitarist admits 
features the most deeply felt compositions 
he’s ever written. And with good reason: 
Although he enjoyed perhaps one of his 
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greatest professional years in 2009 with the 
raging success of Chickenfoot—his party- 

s band in which he rocked it 
ages across the globe with 
Sammy Hagar, Michael Anthony and Chad 
Smith—he also experienced a devastating 
personal tragedy that hi Il trying to 
he death of his mother, Katherine, 
who passed away unexpectedly weeks 
before the holiday season. 

“Obviously, I’m not special when it 
comes to the loss of a parent,” he says as 
we head downstairs to his private lair, a 
home recording studio, newly renovated 
with a Pro Tools setup that he says was 
a long time coming. “But as an artist, I 
have a responsibility to myself to express 
myself as faithfully as I can. Making records 
just because I think they'll sell—I can’t work 
like that. I never did. I’m not saying I would 
ever intentionally make an album that I 
thought people would hate. You always want 
people to like what you do. But I just didn’t 
feel like an album of ‘Satch Boogies’ was 
what I was supposed to do. I wasn’t in that 
frame of mind. I wanted to delve deeper in- 
side myself. I had to, really; it’s like I had no 


choice in the matter. By going more inside 
myself, I realized that my responsibility as + 
an artist was to try to touch people, to make 
them feel something profound. What was so 
surprising to me, after I’d finished the songs 
and recorded them, was how truly surpris- 
ing they were to me. That’s why many of 
these songs are my ‘black swans, if you will.” 
Taking a seat behind his recording con- 
sole, Satriani expounds on the definition 


of the term that forms the first half of the new 
album’s title. “ ‘Black swans’ is something of an 
ancient expression,” he explains. “Basically, it 
means ‘unlikely things’—images, occurrences, 
extreme rarities in life. The term stuck with 
me. 1 realized that what I had written were my 
artistic black swans—songs that my audience 
probably might not be expecting.” 

Case in point: "Littleworth Lane.” A 
glistening piece of pure blues with an elegant 
melody set atop a humming Hammond B3, it’s 
an unabashed ode to his mother, named after 
the street in Sea Cliff, New York, where she 
lived since the late Seventies in a colonial house 
built in 1689. “My mom was bobby-soxer, and 
she got into church music, R&B, jazz and blues. 
When I was coming up, she exposed me to a lot 
of that music. So I wanted to pay tribute to her 
by writing the kind of song that she would really 
like, one that summed up her spirit. 

The song came to Satriani as he drove from 
the house into New York City one night late last 
year. ^I was in my car, thinking about the house 
and how it was such an extension of her,” he 
“My family and I had so many great times 
with her in that place. It's a strange thing: As 
your parents advance into their later y: 
you become ult, you begin to under: 
that your folks are people, and you real 
they have personalities, too. So there I was, 
driving, with all of these thoughts and mental 
photographs running through my mind, and 
suddenly there was this melody. I was writing 
the song without even trying to." 

Other such bla abound, such as 
the jazzy "Two Sides to Eve nother 
affecting homage to Katherine Satriani and 
the music she adored, along with the Middle 
Eastern-flavored “The Golden Room." Then 
there's the wistful yet disorienting “Wind in the 
Trees," which harkens back to Satch's childhood 
in Long Island, and the gentle glide of *Dream 
Song" (so titled as it came to him fully formed 
while he was asleep), an ameliorating trip into 
the subconscious built around a simple and 
instantly memorable melody. 

"re the kinds of songs—mysterious, un- 
and filled with shimmering moments 
of epic storytelling, many of them born from 

raw, exposed nerves—that wil 
and senses reeling. That an artist, 25 y 
his career, is still capable of walking down the 
corridors of imagination, courageously inviting 
reinvention and finding his true voice, is nothing 
short of remarkable. But even though, by his own 
admission, he exercised considerable restraint as 
a player, Satch can't help but excel as an instru- 
mentalist of the highest order, and Black Swans 
and Wormhole Wizards is brimming with enough 
guitar firepower to drop jaws and raise fist: 
(the rocking first single, "Light Years Away," is 
five-alarm fret burner, and the dramatic album 
closer, “God Is Crying,” is a veritable six-string 
symphony). 

"The compositions fuel the playing, not the 
other way around,” Satch explains. “Оп a song 
like ‘God Is Crying; I found myself really going 
for it on the guitar. But that's what the track re- 
quired—it was entirely appropriate to pour out 
sheets of notes. Still, as a whole, it was an incred- 
ible feeling to step outside my comfort zone." 

With the exception of a few long-gestating 
songs, Satriani gave himself little time for writ- 


and 


He helped usher in an era of speed-obsessed ax 
wranglers. But cant run from the 


“shred guitarist” tag fast enough. BY Jo Bosso 


N 1987, WITH THE RELEASE OF HIS multi-Platinum album 
Surfing with the Alien, Joe Satriani rose from obscurity 
to worldwide prominence and helped spark the “shred 
revolution.” Twenty-three years later, what are his thoughts 
on the genre? More importantly, does he view himself as a 
“shredder”? Guitar World posed the issues to Satch. 
GUITAR WORLD In 2010, when you hear the term “shred,” 
what pops into your head? 
JOE SATRIANI | think of putting papers in a machine and 
seeing tiny strips come out. [laughs] Okay, seriously, when I 
think of shred guitar... really only think of a few people who 
were dedicated to it fully. | remember listening to one of 
those records by Cacophony [a late-Eighties speed metal band formed by 
guitarists Marty Friedman and Jason Becker] and thinking, | have nothing 
to do with this. I'm not knocking it, because | thought it was remarkable- 
like, "Wow, these guys are truly shredding.” At the same time, | couldn't 
relate to it. 
GW So did it bother you, then, that so many people—and even some guitar 
magazines [fakes coughing; Satriani laughs]-put you in the same box as 
groups like Cacophony? 
SATRIANI You know, 1 couldn't understand how people would think that 1 
was a shredder. If you listen to Surfing with the Alien or Not of this Earth, 
which came out around the same general period, you'd know that | was just 
a total oddball and had nothing to do with that whole movement. When ! 
think of songs like "Echo" and "Midnight" and "Always with Me, Always 
with You" from Surfing—l mean, there's по way those compositions could 
be ona “shred” record. I'm not shredding on the cuts. | remember thinking, 
I'm much more bluesy than everybody. Maybe people weren't seeing or 
hearing that at the time; they were all caught up ina scene. | was really just 
using speed-—fast, aggressive playing—as an effect. 

When I recorded those songs, | said to myself, Okay, Joe, in these sections 
you have to play fast and use lots of notes because that’s what will make 
those passages effective. And on other songs, | said to myself, Whatever 
you do, don’t play a lot of notes; you really have to slow down here. So 1 
just did what I did and went off on my merry way. | understand that I'm a 
hard guy to pin down, and | probably was more so at the time those first 
couple of albums hit. | wasn’t going to get in Spin or Rolling Stone, so | 
guess the “shred” tag was very convenient for other magazines to pin on 
me. People said, “Oh, he can play fast, he’s a shredder.” Personally, that’s 
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ing. Much of it was done in hotel rooms on his iPhone while 
he took part in last spring’s Experience Hendrix tour; he 
says the jaunt was a welcome relief in the months following 
his mother’s death. And while a good portion of the album 
was recorded in Satriani's comfort zone (he estimates that 
he personally cut 30 of the tracks at home), when it came 
time to enter Skywalker Studios with coproducer Mike Fra- 
ser (with whom he had worked on numerous albums, such 
as Crystal Planet and Super Colossal) and his longtime drum- 
mer Jeff Campitelli, he did so with two musicians new to his 
record-making process: bassist Allen Whitman from the San 
Francisco-based band the Mermen and keyboardist Mike 
Keneally, who has played with everyone from Steve Vai to 
Screamin' Jay Hawkins. 

“You always wonder what's going to happen when you 
work with new guys," Satriani says, “but Allen and Mike 
really helped bring the music to life. Their ideas, their tal- 
ent—they would do the subtlest of things sometimes that 
would spark total epiphanies. We had such a great time in 
the studio, and I can't wait to hit the road with them and 
play these songs live.” 

As for Chickenfoot, Satriani is planning a couple of 
one-off shows with the group this year, and he promi 
new album and tour in 2011. “Everybody’s schedules ar 
so crazy,” he says, “but we all remain very committed to 
continuing what we started, We made a real dent last year 
during a very tough time for rock bands, so we're not about 
to let the flame go out. Our attitude is, whatever we all do 
during our time away from Chickenfoot ultimately helps the 
band. If I have success оп my own, it's good for Chickenfoot. 
If the Chili Peppers come out with a great album and do 
well, it's good for Chickenfoot. Same thing goes for Sammy. 
As for Mike... Well, nobody knows what Mike does on 
the side. I think he does top-secret work for the CIA or 
something." He lets out a laugh. “But you know what I 
mean. Success breeds excitement, which then makes for a 
very happy band getting together again." 

Satch looks at the widescreen computer monitor in front 
of him and heaves a full-body sigh. “It's a lot of work, but 
we'll manage. If we did it once, we can do it again." 


GUITAR WORLD Let's talk about the chronology of this record. 
Because you write all the time, when did you feel you had 
an actual album brewing as opposed to a batch of songs you 
were building and collecting? 

The origins of when an album starts are hard 


38 GUITAR WORLD 


the last thing | would have called myself. 

However, | do understand the community of shred, and | see 
the importance of people committing themselves to developing 
a certain technique such as shred. Whenever TV or movie 
producers want a section of music with really fast guitar, they're 
going to want to find a player who has developed his technical 
skills to such a level that he can give them what they want. It 
happens all the time: a producer will say, “Okay, in this part of the 
movie we want the guitar player to play ‘Flight of the Bumblebee,’ 
but with a really intense edge to it. Well, if you want to be that 
guy to play that part, there you go. 

All musicians, whether you're a drummer or a bass player 
or a guitarist or whatever-you have to be ready to explore the 
boundaries and limits of your physicality on your instrument. 
GW Which you did, and Steve Vai did, and certainly Paul Gilbert 
did, as well. What would you say about Paul Gilbert? Racer X was 
an all-out speed metal band, so would you call what he did with 
them "shred"? 

Oh yeah. Absolutely. That was shred. 

BW Did you and Steve ever have conversations about the whole 
thing at the time? Like, "Wow, we're being called 'shred dudes. 
What's up with that?" 

Sure. It was a funny time. But it didn't bother us 
too much, either. | mean, we were just happy that people were 
actually paying attention to us. We were just two kids from 
Long Island going to high school together. The thought of being 
professional musicians was certainly a big dream we shared, but 
it seemed so far off and unattainable. So when it did happen for 
us, we just thought the whole thing was remarkable. 

It's a weird thing: | never really think of the word "shred" until 
| start doing certain interviews. I'll be talking to a metal magazine 
or an art magazine, and it's always the same kind of thing: The art 
magazine wants to know why I’m not jumping on the latest trend 
or why there's no singing, and the metal magazine wants to know 
why the album isn't harder or the playing isn't faster or whatever. 
They're always asking me that. It's like, "Sorry, guys." [laughs] 

Actually, | would love to know, from a guitar magazine's point 
of view, if there's truly an audience out there for shred. Are 
people pining away for shred guitar? From where І sit, | don't see 
it reflected in music sales or ticket sales. 

GW In your opinion, who was the first shredder? 

That's a good one. When you say “shredder,” | would 
say it's probably a guy who's not a great writer but yet can play 
really well. So that first wave of rock guitarists-people like 
Hendrix and Page and Beck and Clapton—they weren't shredders. 
The fusion guys—Al Di Meola and John McLaughlin and Allan 
Holdsworth—were doing their own trip; they were fusion guys. So 
you can put them in another bag. | see shred as a metal thing- 
someone who listens to Di Meola, who loves the freak-out of 
Hendrix and the I'll-do-whatever-I-want nature of Page, and who 
innocently brought it into a new era. I'm hard pressed to name 
that person who just played something so simple but really 
overdid it. [pauses] It might be Alvin Lee from Ten Years After. 
GW 1 was just about to name him! ? 

Yeah. And it's totally innocent, that moment 
from Woodstock that everybody refers to [Ten Years After's 
performance of “I'm Going Home”], because Alvin Lee is a great 
blues guitar player. But as a shred moment...it could be that. He 
might have invented the genre right there. 

GW What about Eddie Van Halen with “Eruption”? Shred or not? 

To me, Eddie's different. He's such an amazing writer, 
and he has an incredible rhythm and feel and tone. He’s in a 
class all his own. See, there's lots of “fun” shredders, guys who 
can just go up and down the neck, and they go faster and faster 
until you just can’t believe it. But their sound isn’t so good, the 
writing isn't so good, there's not a lot of feeling. Eddie Van Halen 
isn't like that. He's a ridiculously well-rounded musician and 
songwriter. Eddie Van Halen—not a shredder. 
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to define sometimes, particularly if you're 
a guy like me, who tends to never turn off 
the creative motor. As an example of that, 
since the album's been finished, I've al- 
ready written about eight pieces of music 
and sent them off to Sammy. In my mind, 
they're Chickenfoot songs. We'll see if he 
thinks so. Some musicians can find that 
turn-off switch with music and lead nor- 
mal lives. I don't seem to be able to do that. 
GW Another view would be, to you that is 
normal life. To not write, to not be driven 
by the need for inspiration and a creative 
outlet—that wouldn't be like you. 

No, it wouldn't, and I'm prob- 
ably too old and set in my ways to change 
anyway. And why would I want to? Even 
when making music is frustrating, it's still 
a joy and a gift. Still, I do know people | 
who can go months and months without 
playing music or even thinking about it, 
and somehow they can just sit down and 
it’s all right there. 

GW Well, there’s playing while you wait 
for inspiration to hit you, and then there’s 
having the inspiration hit you and sitting 
down to capture it. There’s no right or 
wrong way, as long as you’re happy with 
what you've come up with. 

That’s true. My way can be a bit 
“torturous” isn’t the right word. | 
“Obsessive” maybe? [laughs] I can’t tell 
you how many dozens of spiral notebooks 
I've filled with ideas over the years. I'm 
always jotting things down on napkins 
and things, making tons of recordings. 
Goodness knows how many old cassette 
tapes I have. Some probably have some 
neat things on them; others are probably 
horrifying to listen to. [laughs] But you 
know, creativity isn't always a clean and 
uncluttered undertaking. In fact, most of 
the time it's quite messy. [He gestures to 
is sparse, orderly Pro Tools setup.] But at 
I've got my studio pared down con- 
siderably, so that's a start. 

BW So back to the origins of the album... 

In truth, I think it goes back 
to the Experience Hendrix tour. I would 
play songs onstage for only 20 or 25 
minutes a night. Great songs, of course— 
it's Hendrix. But I found that it wasn't 
enough. I needed another musical outlet, 
which, of course, was writing. Actually, I 
wrote at a pretty fast clip during the tour. 
GW Did you have any pieces of music de- 
moed prior to the tour? 

Some things. A few were po- 
tential Chickenfoot songs. At least to 
me they were. I might write a song that 
Ithink is destined for Chickenfoot, but 
that doesn't mean Sammy is going to be 
able to sing over it. [laughs] But once the 
Hendrix tour was over and I realized that 
Chickenfoot were going to take a while 
to get into the studio—you know, what 
with Chad doing the Chili Peppers again 
and all—that’s when I said, Okay, Joe, get 
these new songs written and get a plan 
together for the next solo record. A little 
kick in one's own pants is a good thing 
now and then. 

BW I'm curious how you separate your 


songwriting. When you're working on 
music, how do you know what's a Chick- 
enfoot song and what's an instrumental 
for a solo album? 

To me, it's pretty obvious—most 
ofthe time. There are always those 
songs that surprise you, though. Like I 
said, I might send Sammy a song that I 
think is an absolute slam-dunk Chicken- 
foot song, and he just won't feel it. He'll 
even say, "This sounds like an instru- 
mental to me, Joe.” That actually hap- 
pened with “Light Years Away." I wrote 
it, demoed it and laid down a guitar over 
the top. Not that I was trying to indicate 
to Sammy what to sing; I just did it as 
the barest of guides. Anyway, he came 
back to me and said, “What am I going 
to sing over that?" I think it was too 
complete or something. Sammy's ideas 
of melodies are very different from mine, 
and I'm kind of learning that you can't 
guide him too much in that department. 


He has a way of singing and writing, and 
it's something that's exclusively his. So 
that was a potential Chickenfoot song 
that became an instrumental. 

Generally, if I have a strong melody 
line in my head, I'm going to think "in- 
strumental,” because it feels so fully 
formed. On the other hand, if I have a 
cool riff and chord progression, I'm going 
to think “Chickenfoot,” because I'm going 
to assume that Sammy will come up with 
something great to sing over it all. Or it 
could be the groove, and I'll say, “Wow, 
Mike and Chad can bring this to a whole 
new level.” It's a process that's still evolv- 
ing, but the two musical worlds aren't 
as difficult to separate as people would 
probably assume. 

GW Speaking of “Light Years Away,” it has 
a vibe like ZZ Top's “La Grange," mixed 
in with some Jeff Beck-type jazzy guitar. 
Yeah, that was a weird and fun 
song to put together, but it was something 
ofa puzzle. I like to think of it as kind of 
a history of rock riffs. It swings, it's got 
a cool groove, but it's got what I like to 
call “big rock moments." I had to work on 
that one a while to get it right. 
BW “Wind in the Trees" was also some- 
thing you've been working on for quite 
some time. Why did it sit for so long? 
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SATRIANI I don't know. There is that 
thing that is difficult to explain—tim- 
ing. When I came up with that song, it 
was right around the time when I was 
doing Not of this Earth and Surfing with 
the Alien [circa 1986-87], and those were 
the kinds of records it could have fit on. 
But I couldn't figure out rhythmically 
how I was going to get it done. At the 
same time, I had other songs, like “Echo,” 
that were much more fully formed and 
used the same harmonics. The journey 
of a song can be a long and winding one. 
Sometimes a tune comes together fast 
and makes total sense; other times it sits 
as an idea on a piece of paper. “Wind in 
the Trees" was the latter—it sat for a long 
time. For some reason, and maybe it was 
the reflective mood I was in while writ- 
ing this album, it started to feel right and 
make sens 

Like I said, I have a box filled with 
manuscripts, and there's just pages and 
pages of song ideas. I look through them 
from time to time and think, Where was I 
when I came up with that? Or I'll be like, 
What the hell was I thinking here? Some- 
times the spark of the idea comes flood- 
ing back so vividly and I can put some- 
thing together; but most of the time... 
nothing. Or nothing for a long while at 
least. But I have to write my ideas down 
the second I think of them, or else I'll 
forget them and something else will fill 
up my brain. 
BW After the Hendrix tour, you gave your- 
self a very small window in which to get 
this record done. 
SATRIANI That's right, and that pressure 
was a very good thing for me. Some musi- 
cians take long periods of time between 
projects. I'm not like that. I'm weird in 
that I welcome deadlines. [laughs] So I 
felt ready to get going, and that was that. 
Mike Fraser and I talked about how to get 
the record done, and things fell together 
pretty quickly. 
GW How many pieces of music did you 
have going into this project? Also, how 
did you come to work with Allen Whit- 
man and Mike Keneally? 
SATRIANI With me, there's always a pile 
of 30 to 40 pieces of songs, but they're 
very scattered. Some are sketches that 
need to be fleshed out, some are just not 
very good [laughs], while others are fully 
formed and they're right there. Then I 
look at them and figure out the real con- 
tenders, which are probably 20 songs. It's 
all a process of whittling things down. 
Eventually, I wind up with a dozen songs 
that, in my view, make up the album, 
and that's when I start sending demos 
around. Actually, with this record, I gave 
the guys 14 songs and only 11 made the 
album. 

It's a weird thing making an album: 
I go into every project loving all of my 
songs, and there are the ones that just 
explode when the band starts playing 
them. That's tremendously exciting. But 
there are always a couple or a few that 
don't explode, for whatever reason, and 


that's frustrating. Everybody takes it per- 
sonally. But the responsibility lies with 
the composition, never the players. If the 
song isn't meant to be, it isn't meant to be. 
Or else it's meant to be at another time. 

As far as the band goes, I knew Jeff 
was going to be playing drums—that 
was a given. Before the Hendrix tour—I 
think it was back in February—I started 
thinking of Allen. He's been in local 
bands, we've known each other for 20 
years, and I always liked the way he 
played. So I went to see him play a gig 
with the Mermen, and I thought he was 
just fantastic—better than ever, in fact. He 
was playing with a trio, and he just knew 
what to do. After the show I talked to 
him about possibly working together. He 
came over, I played him some tunes, and 
we realized that we had the same ideas 
about how the songs could go. 

At this point, I still wasn't thinking 
of a keyboard player. But when I came 
back from the Hendrix tour, I made some 
rough recordings, and because I was us- 
ing Pro Tools I was able to make some 
keyboard sounds that I wasn't able to in 
the past. That kind of opened things up, 
and I realized that I was going to need 
a really great keyboard player to bring 
these songs to life. Mike's name popped 
into my head. We'd jammed together on 
some of the G3 shows, and he played in 
Steve Vai's band for a while, so I knew 
he had the goods. I knew he could play 
soulful piano on "Littleworth Lane," get 
funky on stuff like “Pyrrhic Victoria" and 
do all the symphonic stuff elsewhere. So I 
called Mike and locked him in. 

GW How long did it take for everybody to 
gel in the studio? 
SATRIANI Not long. Allen brought so 
much energy to the album. His grooves, 
his creativity—the guy's really, really 
solid. Plus, his playing had a cool impact 
on Jeff, which opened him up in new 
ways—all of which then spread over to 
me and allowed me to just go with the 
tunes and play my heart out. I was able to 
focus, too, because I wasn't thinking that 
one guy wasn't quite doing what I wanted 
or something. And Mike Keneally, well, 
he's such a gifted musician. Any time you 
hear some basic synth-y parts, that's me; 
that's the stuff I recorded with Pro Tools 
at home. Any time you hear really amaz- 
ing and tasteful keyboards and piano, 
that's Mike. [laughs] Believe me, the dif- 
ference is obvious. 

BW What does Mike Fraser bring to what 
you do? 

SATRIANI A lot! [laughs] His techni- 

cal talents are many. One of the biggest 
things—and this is no small feat—is that 
he has the ability to manage a bunch of 
crazy musicians who are bouncing all the 
walls, all thinking that they're playing 
the greatest stuff in the world. He bottles 
energy and gets people focused. And his 
ears are fantastic. He knows how music 
should sound, how arrangements should 
go. Whether it's hard or soft or round 

or angular, he 
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Guitar World celebrates the 30 albums and players that pushed the speed limit 
and defined shred over three eras of guitar-playing madness. 


BY RICHARD BIENSTOCK AND ANDY ALEDORT 


АММЕТТ); PAUL NATKIN/WIREIMAGE (RHOADS) 


ROSS HALFIN ( 


GOZDEN ERA 


Jazz-fusion fret burner 
A fusion 

player, Di Meola endeared himself 
to rockers of all stripes with his 
speedy, heavily palm-muted 
scalar runs, melodic sensibility 
and beefy tone. On his second 
solo outing, the former Return to 
Forever guitarist displayed a total 
command of a wide range of rock 
and non-rock styles, from Latin to 
flamenco to classical, all executed 
with precision and fire on both 
electric and acoustic. 

“Race with Devil on Spanish 
Highway” 


“There are some people who are like a 
shooting star. They hit the planet and 
explode into a beautiful rainbow of colors. 
That was Randy Rhoads."-ozzy osbourne 


Texas blues king 
No argu- 

ment: SRV is the most electrifying 
bluesman of the past 30 years. On 
his 1983 debut, he rolled smolder- 
ing Albert King-style blues and 
fiery Hendrixian rock (along with 
elements of jazz and other music) 
into a sound and approach all his 
own. Blazing pentatonic licks, gut- 
wrenching bends and double-stops, 
and incredibly nuanced pick-hand 
dynamics were SRV stocks in trade, 
with every lick and lead delivered 
with controlled intensity, searing 
emotion and stinging tone. 

"Pride and Joy" 


The master 
Ed revo- 
lutionized rock guitar like no player 
since Hendrix. With his work on Van 
Halen's self-titled debut, he made 
blistering pentatonic-based runs, 
whammy squeals and dive bombs, 
pinch harmonics and two-handed 
tapping essential techniques in every 
rock guitarist's oeuvre. Moreover, 
Ed's creations ushered in the era 
of the "Super Strat" guitar, while 
his Marshall-based "brown sound" 
served as the template for Eighties 
hard-rock tone. Undeniably, the era 
of shred begins here. 
"Eruption" 


The virtuoso 
In the 

Eighties, no one played with more 
speed than the Swede. The very 
embodiment of the neoclassical 
style, Malmsteen took the com- 
positional forms of composers 
like Paganini, Beethoven and Bach 
and adopted them for heavy metal 
guitar. Harmonic-minor sweeps, 
diminished arpeggios and Phrygian 
and other exotic scales abound 
in his playing, all of it delivered 
with astounding and jaw-dropping 
technique. 

"Black Star" 


Neoclassical wunderkind 


Rhoads infused the explosive, 
fleet-fingered, yet largely blues- 
based guitar style of Eddie Van 
Halen with classical music- 
inspired melodies and runs 
and an advanced knowledge 
of music theory. His playing 
on Blizzard classics like "Crazy 
Train," "Mr. Crowley" and "I Don't 
Know" raised the bar for guitar 
shredders in the Eighties and 
beyond. 

“Mr. Crowley" 


The teacher 


Satriani 
almost singlehandedly brought in- 
strumental rock guitar to the mass- 
es in the mid Eighties with this, 
his second solo release. He infused 
incredible technique with a heavy 
dose of melodicism, with tight, 
compact songs that boast singing, 
vocal-like guitar leads, and are then 
further adorned with whammy-bar 
squawks and screams, pick taps, 
fretboard-spanning arpeggios and 
all types of outrageous moves. A 
guitarist's guitarist, he taught ev- 
eryone from Steve Vai to Kirk Ham- 
mett to Primus' Larry Lalonde. 

"Satch Boogie" 
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Master of Puppets 
(Metallica, 1986) 
WH0 Heavy metal 
heavyweight 
SHREDDER 
CREDENTIALS 
Hammett’s playing 
abounds with blazing 
pentatonic runs, 
hammer-ons and pull- 
offs, frantically paced 
triplets and whammy- 
bar antics. But as 
evidenced on Puppets 
tracks like “Battery” 
and “Welcome Home 
(Sanitarium),” it is his 
attention to melody 
and structure—as 

well as his distinctive 
way with a wah-wah 
pedal-that makes him 
truly stand out from 
the pack. 

SONG "Welcome 
Home (Sanitarium)" 


lam 


‘Tm the kind of 

guy who believes 
there's something 
tolearn from every 
guitar player, 
because every 
player approaches 
his instrument 
differently." 


GOZDEN ERA 


Shrapnel shred whiz 

He's a GIT alum with 
dazzling ability across a wide range of styles, 
from rock to blues to funk to classical. Gilbert's 
lead approach is characterized by rapid-fire 
alternate picking, tapping, string skipping and 
sweep arpeggios-not to mention the occasional 
use of a power drill. Paired with coguitarist Bruce 
Bouillet on this album, he constructed some of 
the most searing and mind-bogglingly complex 
dual-harmony guitar runs in hard-rock history. 
"Scarified" 


Metal god 
He was the most 
influential metal guitarist of the past 20 years, 
with a sound, style and look as outsized as his 
legendary personality. Though it was Pantera's 
fourth album, Cowboys was most metal fans" 
introduction to Darrell and the maniacal riffs and 
runs, impossibly thick and biting tone, and all- 
around fret-burning madness that would define 
metal in the Nineties. 
"Cowboys from Hell" 
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Stunt guitarist extraordinaire 

His seemingly limit- 

less ability is matched only by his boundless 
imagination. Unusual scales, complex melodies and 
rhythms and jaw-dropping speed are all hallmarks 
of Vai's approach, while his pioneering develop- 
ment of the seven-string guitar, use of harmonizers 
and other tone processors, and patented whammy 
bar-manipulated "talking-guitar" techniques 

have continually pushed rock playing into new and 
uncharted waters. 

"For the Love of God" 


Jam band genius 
A master of improvisa- 
tion, Anastasio has an encyclopedic knowledge of 
styles, songs and guitar techniques. He specializes 
in knotty, winding and occasionally whimsical 
leads that incorporate elements of country, blue- 
grass, blues and jazz, among other genres, and are 
specked with complex chord outlines, arpeggios, 
"outside" notes and, occasionally, spot-on quotes 
from other artists' work. His studio work is strong, 
but like any true jam-band man, live is where he 
truly shines. 
“You Enjoy Myself” 


BE YOURSELF AND 
EXPRESS YOUR TRUE IDENTITY." -Trey Anastasio 


Manas TH 


Beast of the East 
In an era overrun with 

speed demons, Friedman made himself known 
with an instantly recognizable style that com- 
bined Eastern-sounding melodies and modes 
with straightforward metal aggression. 0n this, 
his first album with Megadeth, he employed 
unusual phrasing, wide bends and vibrato, and 
an incredibly clean alternate-picking technique, 
including heavy use of upstrokes, to impart a 
distinctive-and searing—edge to runs and solos. 
“Tornado of Souls” 


The Enigma 
He wears an upside- 
down KFC bucket as a hat and calls himself 
Buckethead, but these might be two of Brian 
Carroll's least unusual qualities. Insane four- 
finger fret-hand taps, wild chromatics, octave 
displacement, atonal, wide-interval runs and 
string-skipping patterns, and phenomenal if 
not unfathomable speed figure prominently in 
his work. Buckethead's guitar lines are often so 
blindingly fast and angular that they resemble 
nothing so much as video game effects. More 
over, he’s a man so eccentric and enigmatic that 
even Ах! Rose couldn't handle him. 
“Jordan” 
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New-country Telemaster 
He's 

been called Eddie Van Halen on 
cornbread, and with good reason. 
Paisley's hot licks, precision hybrid 
picking, and clean, twangy tone are 
as distinctive as his paisley-topped 
Tele, and he's earned the right to be 
considered the fastest gun in the 
South. For true flatpicked, neck- 
burning mayhem, look no further 
than his debut's "The Nervous 
Breakdown," played at a whiplash- 
inducing 340 bpm. 

"The Nervous Breakdown" 


NEVIFMORE 


Ly, 


Power shredder 
The 

elder statesman of the current 
wave of hyper-technical players, 
Loomis has incredible speed, but 
it's just the tip of his technique. 
Diverse scales and modes, sweep 
arpeggios, tapping, chromatics, 
atonal runs and string skipping all 
factor into his lead style. Despite 
his barrage of dazzling moves, 
Loomis’ solos are compositionally 
tight and impressively musical. 

“The River Dragon Has 
Come” 


Slide-guitar prodigy 
His 

skills are stunning, and stunningly 
diverse. On his third Derek Trucks 
Band album, Trucks displays facil- 
ity in an incredible range of styles, 
including rock, blues, jazz, Latin, 
world and East Indian Qawwali. As 
a slide player, he's without peer, a 
font of effortlessly fluid, microton- 
al-specked lines that glide and soar 
with vocal-like grace. 

“Joyful Noise" 


—-Ive learned 


as much from that as I have from anything else.” 
—Derek Trucks 


Metal's flashiest gun 
GIT- 

educated, with a background in 
jazz-fusion guitar and a love for the 
movie soundtrack work of Danny 
Elfman, Gates is among the most 
well-rounded and idiosyncratic 
players in metal today. His speed 
and skills are ferocious, and his so- 
los on City of Evil tracks like “Beast 
and the Harlot” and “Bat Country” 
play like mini-compositions full 
of finger-twisting licks, acrobatic 
sweeps, devilish chromatics and 
towering dual-harmony runs. 

“Beast and the Harlot” 


Smokin’ bluesman 
Bona- 

massa was mentored by Danny 
Gatton and played alongside B.B. 
King before he even reached his 
teens. Now 33, he’s developed 
into one of the blues’ most tal- 
ented and successful players, with 
impeccable touch, tone and tech- 
nique. On his sixth solo album, his 
muscular bends, soulful phrasing 
and scorching pentatonic-based 
runs recall blues-rock greats from 
Clapton to Beck to Rory Gallagher. 

“So Many Roads” 


The technician 
While 

accomplished in a range of styles, 
from rock to jazz to fusion, with 
a degree in classical music guitar 
performance, Broderick is first and 
foremost a metal monster, Signa- 
ture moves, as heard on Endgame, 
are an incredibly smooth, multi- 
octave sweep-picking approach and 
a devastatingly complex tapping 
technique: employing a custom 
"ring" pick (similar to a thumbpick), 
Broderick shifts fluidly between 
standard picking and mind-bending 
four-finger taps, his picking hand 
seemingly traversing the length of 
his guitar at staggering speeds. 

“Dialectic Chaos” 


AL AX 
ZBRIHO 


Are You Dead Yet? 
(Children of Bodom, 
2005) 

WHO Scandinavian 
speed demon 
SHREDDER 
CREDENTIALS A 
classic Eighties- 

style shredder, Laiho 
creates leads that are 
chock-full of taps, 
sweeps, squeals and 
scales. Despite the 
amount of impressive 
technique squeezed 
into every lick and run, 
his main concern is 
sheer scorching speed. 
On COB's fifth album, 
Laiho, often shadowed 
by keyboardist Janne 
Wirman, races up and 
down the fretboard 
with fiery and 
relentless alternate- 
picked precision, 
employing velocity as 
both a means and a 
glorious end. 

SONG "If You Want 
Peace...Prepare for 


"Kids come up to me 
and say, Tt's cool to 
hear solos. You don't 
hear that anymore 
anywhere.’I think 
people missed it.” 


MOM 
BUDDY 
GUY 


A Man and the 


Blues (1968) 

WHO The wildman 
SHREDDER 
CREDENTIALS George 
"Buddy" Guy is the 
direct link between 
the founding fathers 
of electric blues guitar 
virtuosity-T-Bone 
Walker, B.B. and 
Albert King-and the 
blues/rock gods of 
the Sixties, including 
Eric Clapton, Jimi 
Hendrix, Jimmy Page 
and Jeff Beck. His 
progressive approach 
to blues soloing 
includes extreme 
bending techniques, 
blazingly fast flurries 
of notes articulated 
with sweep-like 
alternate picking, 
and tremendous 
aggressiveness. He 
is also capable of the 
quietest, most delicate 
playing imaginable. 
Atrue master of the 
blues. 

SONG "First Timel 
Met the Blues" 


AR WORLD 


Delta blues genius 
Johnson 

synthesized the guitar trends of his 
time into a sophisticated style that 
allowed him to play bass parts, 
chords and lead melodies simul- 
taneously, often making a single 
guitar part sound like two players. 
He was so advanced for his time, it 
was rumored that he'd sold his soul 
to the devil in return for his talents. 

"Come on in My Kitchen" 


Blues/rock's first virtuoso 
For his 

1966 recording session with John 
Mayall's Bluesbreakers, Clapton 
plugged his 1960 Les Paul Standard 
into a 45-watt model 1962 Marshall 
2x12 combo, and turned the amp 
full up, as he liked to say, "Till it 
was about to burst.” The thick, 
overdriven sound, singing with tre- 
mendous sustain, forever changed 
the very nature of the electric 
guitar. Clapton synthesized the 
medium with his own distinct flair 
and youthful intensity, laying the 
foundation for blues/rock guitar 
soon to be exploited by his friends 
Jeff Beck and Jimmy Page as well as 
Jimi Hendrix. 

"Crossroads" 


King of the blues instru- 
mentals 

Playing 
and singing the blues with gut- 
wrenching power and a razor-sharp 
sound, Freddie King blended Texas 
and Chicago-style blues into a 
unique synthesis. He also wrote 
some of the genre's most enduring 
and well-covered instrumentals— 


Stumble,” “Sen-Sa-Shun,” 
Ho-Zay"-that captivated disciples 
such as Eric Clapton, Jeff Beck and 
Stevie Ray Vaughan. He played his 
signature Gibson ES-355 with very 
light strings and used fingerpicks 
on his thumb and index fingers. 
“Hideaway” 


my 


The most influential rock 

guitarist-ever 
With 

tremendous spirit, inspiration and 
absolute devotion to the reinvention 
of the instrument, Jimi Hendrix took 
musical expression on the guitar 
to the stratosphere and beyond, 
changing the course of rock music 
forever. Using a stock Fender Strato- 
caster and 100-watt Marshall stacks 
as his tools for expression, Jimi 
utilized the Strat's whammy bar and 
toggle switch, and effects like a Fuzz 
Face distortion unit, Vox wah-wah, 
Octavia octave splitter and Uni-Vibe 
modulation device, to create musi- 
cal sounds, moods and atmospheres 
beyond imagination. 

"Voodoo Chile (Slight Return)" 


The electric slide guitar 
master 

Texas 
albino Johnny Winter arrived in New 
Vork City in December 1968 as an 
unknown guitarist. Within a few 
hours he was jamming toe-to-toe 
with Jimi Hendrix at the infamous 
Scene Club. Duly impressed, Jimi 
invited Johnny to a studio jam with 
one caveat: he wanted to watch him 
play slide guitar. Equally adept at 
standard soloing, Johnny drew from 
legendary blues slidemen Robert 
Johnson, Elmore James and Muddy 
Waters to forge a blazingly fast and 
articulate slide style all his own. His 
vocabulary of blues licks is vast and 
his solos are like a cavalcade of one 
brilliant idea after another. 
"Mean Town Blues" 


The barometer 


With 

his band, Ten Years After, British 
guitarist Lee followed the lead of, 
his countrymen Eric Clapton, Jimmy 
Page and Jeff Beck by forging blues- 
soaked rock driven by virtuoso 
playing. Inspired by a tremendously 
diverse coterie of blues, rockabilly, 
country and rock and roll players, Lee 
incorporated these elements into a 
unique guitar sound characterized 
primarily by flash and speed, heard 
to good example on the band's 
second release, the live Undead. But 
it was Lee's electrifying performance 
at the 1969 Woodstock Festival that 
earned him near-instantaneous 
worldwide fame. 

“I'm Going Home” (live) 


MICHAEL OCHS ARCHIVES/GETTY IMAGES 


GUITAR STRAPS & PICKS 


PLANET 
WAVES 


'ES.COM/KISS 
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"Inever liked the 'in-vogue' guitar playing. 
Classical and jazz influenced mea lot, but my 
music didn't come out the same, I'm glad to say. 
I'd be half the guitarist Iam if always went 
with the same sound." —Steve Howe 


Versatile genre-bending virtuoso 
Though he's had no formal musical education, Howe developed 

a wide-ranging, virtuoso style that traversed virtually every genre of guitar-based music, 
incorporating blues, country, jazz and classical influences in the creation of a thoroughly 
unique sound and style. Armed with tools quite unusual for a rock guitarist-a hollowbody 
Gibson ES-175 played through Fender Dual Showmans loaded with 15-inch speakers—on early 
recordings with Yes, Howe revealed stunning technique, including fast alternate-picked pas- 
sages, long legato lines and acoustic fingerstyle technique. 

"Yours Is No Disgrace" 


Master of the B-Bender Telecaster 
A master of chops-busting bluegrass guitar—his mid-Sixties 
recordings with the Kentucky Colonels is the stuff of legend—Byrds guitarist Clarence White 
intertwined his formidable fingerpicking, flatpicking and hybrid-picking technique on Tele- 
caster with the use of a device he helped to invent, the Parsons-White B-bender, which al- 
lowed White to recreate pedal steel guitar licks with stunning accuracy. 
"Nashville West" 


The visionary 


Pulling from rock, jazz and Eastern influences, McLaughlin cre- 
ated music with the original Mahavishnu Orchestra that was earth shattering in both power 
and originality. At the center of it was his speed-of-light euitar playing. Armed with his sig- 
nature Gibson EDS-1275 double-neck guitar, McLaughlin played peeling solos that screamed 
with the sound of Hendrix and the musical depth of John Coltrane. He set the standard for 
jazz-fusion guitar, and that standard has never been surpassed. 

“Awakening” 


FIN COSTELLO/REDFERNS/GETTY IMAGES 


and their shred-loving compatriots tell us how they got in the fast lane and 
what keeps them moving at warp-speed velocity. 
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* For flat-out, unapologetic soloing, who blows your mind? 
Gary Moore and Michael Schenker. 

* What album/song inspired you to play fast? 

“Trilogy Suite Op. 5” from Yngwie Malmstee logy. 

* What helped you progress dramatically as a guitarist? 
My metronome and practice discipline! 

* What was your biggest technical hurdle? 

The whole process of learning guitar is full of hurdles. It can 


and applying it all within a band. 

* What key performance in your discography is a success- 
ful example of what you try to achieve? 

I feel my guitar work on Ozzy Osbourne’s Scream and on 
Firewind’s upcoming Days of Defiance are great examples 
of the evolution of my sound and style. I’m pleased with my 
solos on songs like “Let Me Hear You Scream” and “Time” 
from the Ozzy album and “Heading for the Dawn” and “The 
Ark of Lies” from the Firewind album. 

* Is shredding a good thing? 

It’s a great thing, if done tastefully. I’m all about technical 
proficiency but within a musical context. I hate shredding 
just for the sake of showing off. pointless. 

* What are you currently working on, and what is your 
goal as a player? 

I’m always working on my playing and my technique, 
and I've got plenty of time on the road to perfect that. 
I'm enjoying pl and performing every night, and 

I try to get better and better at every show. My goal as 

a player has been to have my own sound, and I feel I've 
achi that. 


° For flat-out, unapologetic soloing, who blows your mind? 
I really like Steve Vai. Not only is he an undeniable virtuoso 
whose abilities meet no limit but he also writes amazing 
compositions full of emotion. John McLaughlin is also some- 
one who shreds almost uncontrollably sometimes but man- 
ages to do it while composing interesting and original pieces. 
© What album/song inspired you to play fast? 

Apocalypse by Mahavishnu Orchestra is pretty inspiring. 
There are times on that record when McLaughlin sounds like 
he is being jolted by lighting while he is playing. 

* What helped you progress dramatically as a guitarist? 
My speed and dynamics started to open up for me when I 
became more conscious about how I hold my pick. 

* What was your biggest technical hurdle? 

Finding new and interesting fingerings within certain scales. 
* What key performance in your discography is a success- 
ful example of what you try to achieve? 

There is a double-picking passage in the song “Good Neigh- 
bor” on our new record, Option Paralysis, that incorporates 
speed, time signatures and technique in a way that I feel re- 
ally displays the advantages that being able to play fast. 

* Is shredding a good thing? 

I think being able to play anything you can imagine is impor- 
tant, and a certain amount of technical ability is necessary to 
do so. But I don’t think that showing off for the sake of show- 
ing off is good. It’s like having a midlife crisis on your guitar. 
* What are you currently working on, and what is your 
goal as a player? 

I’m on the road supporting Option Paralysis. As a player, I 
always wanted to be able to create music that was energetic, 
emotional and, consequently, inspirational to other players. 


* For flat-out, unapologetic soloing, who blows your mind? 
Some of my shred heroes are Jason Becker, Paul Gilbert, Greg 
Howe and Yngwie Malmsteen. Current players include [Brit- 
ish guitarist] Guthrie Govan and Per Nilsson of Scar Symmetry. 
* What album/song inspired you to play fast? 

Van Halen's “Eruption.” 

* What helped you progress dramatically as a guitarist? 
Tenacity. I never questioned the effort it would take to play 
something; I just knew I had to be able to play it. 

* What was your biggest technical hurdle? 

My performance nerves. I have always gotten very nervous 
when playing for others, and I'm only now overcoming these 
issues with all of the touring I am doing in Megadeth. 

* What key performance in your discography is a suc- 
cessful example of what you try to achieve? 

“Starlight’s Fury" on Jag Panzer's Casting the Stones CD. It 
was composed from the ground up to be not only difficult but 
melodic as well. Also *How the Story Ends" on Megadeth's 
current CD, Endgame. When I heard the rhythm that Dave 
[Mustaine] wanted me to solo over, I listened and thought 
about the direction I wanted it to take—gradually increasing 
in intensity—and I felt I achieved the sound I was after. 

* Is shredding a good thing? 

Shredding is neither good nor bad. The word is too ambigu- 
ous. The only conclusion I can draw from the term is that it's 
someone who likes to play fast. And I say, "Guilty as charged!" 
* What are you currently working on, and what is your 
goal as a player? 

I have been working on a lot of two-hand independent exer- 
cises. My goal as a player is to enjoy what I do, and I have been 
lucky enough to be able to play the guitar for a living. 
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* For flat-out, unapologetic soloing, who blows your mind? 

Jason Becker has always done it for me when it comes to soloing. He’s a 
huge influence. As far as insane fastness and picking, it would have to be 
Shawn Lane. He was way ahead of his time when it came to technique. 
* What album/song inspired you to play fast? 

Yngwie Malmsteen’s Rising Force. The things I learned most from that 
record were picking technique, phrasing and overall ear training. 

* What helped you progress dramatically as a guitarist? 

Paul Gilbert had an old exercise on the B and E strings that I would play 
constantly. It focused on the technique of going from a downstroke on 
the B string to an upstroke on the E. The pattern was B string 12, 13, 15, 

E string 12, and B string 15, 13, 12, always focusing on alternate picking. I 
would play this slowly for hours and then work it up to speed with a met- 
ronome. Another good exer s to ear train. Just listen to some simple 
melodies from a commercial jingle and see how long it takes you to play 
the theme on your guitar. 

* What was your biggest technical hurdle? 

I used to pick with my whole right arm. It took a lot of work to focus all 
that energy into picking with my wrist instead. To get the ultimate pick- 
ing, I truly believe you should just play with your wrist. 

* What key performance in your discography is a successful ex- 
ample of what you try to achieve? 

I always try to combine elements of playing with tons of energy and emo- 
tion. I also like very dark-sounding solos, so I tend to use the diminished 
scale quite often. Some of the solos I’m most proud of are on “Enemies of 
Reality,” “The River Dragon” and “Without Morals,” from our new CD. 

* Is shredding a good thing? 

Yes, shredding is great, if you can combine elements of feel and emotion 
within it. Unfortunately, there are players that do it all the time without 
putting any soul into it. 

* What are you currently working on, and what is your goal as a 
player? 

We're on tour with Nevermore right now, and I'm also working on my 
new solo CD. I'll probably start recording in December. 
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* For flat-out, unapologetic soloing, who 
blows your mind? 

Prince. 

* What album/song inspired you to play fast? 
King Diamond's Them made a big impression on 
me. Andy LaRocque is one of my favorite players. 
* What helped you progress dramatically as a 
guitarist? 

The tab book for Iron Maiden's Seventh Son of a 
Seventh Son, combined with the album—on vinyl, 
of course. And an empty house. 

* What was your biggest technical hurdle? 
Staccato runs. 

* What key performance in your discography 
is a successful example of what you try to 
achieve? 

“On the Shores" from my last album, After, is a 
good example, even though there is nothing close 
to shredding in it. It has few and rather simple 
riffs, but with a dynamic structure throughout. 

* Is shredding a good thing? 

Shredding as a means of getting serious with your 
playing and musical development is a good thing, 
but too much focus on technique and speed can 
be musically limiting. 

* What are you currently working on, and 
what is your goal as a player? 

I'm finishing the festival season at the moment, 
and throughout it I guess the goal has been a 
tight live performance from the whole band. 
Also, my wife and I are running a production 
company and studio, so in between gigs we've 
been recording a promising young act called 
Orkenkjott. 
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DALE MAY (LOOMIS), JIMMY HUBBARD (IHSAHN) 


Li (left) and 


* For flat-out, unapologetic soloing, who blows your mind? 

I have been building up a huge shred-guitar music collection for years, 

so I’ve heard a lot of great playing and it’s really hard for me to just pick 

one. But George Lynch has always impressed me with his unpredictable 

approach to soloing, and Jason Becker’s Perpetual Burn album is just 

pure shred awesomeness. 

* What album/song inspired you to play fast? 

One album that really gave me the drive to learn to play fast was Dream 

Theater’s Images and Words. At the time I was already listening to a 

lot of guitar instrumental albums and had seen plenty of instructional 

videos, but Images and Words was the one that broke down the doors for 

me, I felt like, Okay, I get it now! Maybe it was the way John Petrucci’s 

guitar solos were composed, because his use of speed along with melo- 

dies really made total sense to me. 

* What helped you progress dramatically as a guitarist? 

Watching instructional guitar videos and practicing my improvisation 

over my favorite CDs really helped me to progress quickly at the begin- 

ning. After three years of playing, I was able to play a few Steve Vai, Joe 

Satriani and Tony MacAlpine songs pretty well, just from learning by ear. 

I used to watch a lot of videos to see the different theory and ap- 

proach of the guitar instead of learning the licks. Then I would try to see 

what worked for me, applying it through improvisation over CDs I like. 

Because I got to play along to music I enjoyed, it was always fun. And at 

the same time, I learned to play in key and in time with the band. I used 

to do that for at least three to four hours each day. 

* What was your biggest technical hurdle? 

Most of the instructional tapes I watched when I was starting out only 

taught guitarists how to play sitting down. Of course when you stand up, 

everything changes, but performing in front of an audience is something 
else. You need to look animated and 
show that you mean everything you 
play, but at the same time relax and let 
the music flow through you. So after I 
watched a lot of live videos, I realized 


* For flat-out, unapologetic soloing, who 
blows your mind? 
I was always a big fan of Chuck Schuldiner, es- 


pecially on Death's Spiritual Healing. I think the that I had to relearn every technique 
solo work on that album between him and James to be able to do it in at least one or 
Murphy is probably my favorite album of all time more different ways for future live 
for lead guitar. performances. It was a lot of work, but 
* What album/song inspired you to play fast? playing guitar live with a band is prob- 
Basically, any thrash or death metal band. Those ably what I love to do most. 

have always been two of my favorite music styles. * What key performance in your 

* What helped you progress dramatically as a discography is a successful exam- 
guitarist? ple of what you try to achieve? 

I started playing classical guitar when I was “Fury of the Storm” from our second 
around 10 years old, and I ended up going to album, Sonic Firestorm, has Dragon- 
study it at university, so obviously there was a Force’s signature sound all over it. It 
lot of practice involved there, Once I discovered was kind of a statement for us. It showed everybody that we play exactly 
metal and rock music, I was able to use a lot of the way we want to—no compromises. We believe in our art. 

the skills I already had, but by that point I already * Is shredding a good thing? 

had the physical ability to move my fingers fast It is one of the most fun things to do on the guitar. After all the hard work 
and keep in time. put in practicing and learning, it’s time to go full out and show them what 
* What key performance in your discography you've got. No matter what you do, there will always be haters and people 
is a successful example of what you try to complaining about it. Don't ever let that stop you. Do what you love. 
achieve? * What are you currently working on, and what is your goal as a 
One moment I remember pretty clearly is when player? 

we finished our Sonic Firestorm album. I think Right now I'm working on a lot of new musical ideas and sharpening 

that was the moment when I realized I had really up all my skills by going through licks, scales, arpeggios and techniques 
written something quite original and made the Ihaven't used for a long time. I'm kind of going back to basics and re- 
album that I had been trying to write and make working my way up, refreshing everything I've learned before but may 
since we first started the band. have forgotten. I've been doing that for a week now, and I can see a lot of 
* Is shredding a good thing? improvement in different areas of my playing. I just want to constantly 
It's good! I guess everyone has different reasons improve myself as much as possible. My goal as a guitar player has always 
why they like it. But personally I just think it been to do the best I can, continue to make music I like to hear and learn 
sounds cool, and I also find it quite funny for as much as possible in all areas of the guitar and beyond. There are so 
some reason. many things to do and learn. I can never be bored. I just love the guitar. 


ROSS HALFIN. 
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Beaulieu (left) 
and Heafy 


* For flat-out, unapologetic soloing, who blows your mind? 
Marty Friedman, Yngwie Malmsteen and George Lynch, 

* What album/song inspired you to play fast? 

When started playing, the two albums that really inspired me 
were Megadeth's Rust in Peace and Slayer's Reign in Blood. 

* What helped you progress dramatically as a guitarist? 
My teacher gave me a really good practice regimen. Plus, just 
learning and playing along to songs helped me learn chord 
patterns, scales and phrasing. I pushed myself to learn harder 
songs, which really challenged me and improved my chops. 
* What was your biggest technical hurdle? 

My legato. It’s not the hardest thing to learn, but it’s definite- 
y the hardest to keep up on if I don't practice it often. 

* What key performance in your discography is a suc- 
cessful example of what you try to achieve? 

The songs I get the most compliments on are "A Gunshot 
to the Head of Trepidation" [Ascendancy] and "In the Fire" 
Roadrunner United]. I like playing fast, shredding and all that 
good stuff, but when I approach a song, my goal is to add to 
the track and make my parts catchy so that they stay with you. 
* Is shredding a good thing? 

The lead players I really enjoy bring a melodic sense to the 
shred and make it catchy. When people abuse shred, it sounds 
ike nonsense. But if shred is done right, people love that shit. 
* What are you currently working on, and what is your 
goal as a player? 

We're working on our new album, which will come out next 
year. My goal as a player was always to be in a metal band and 
make a career out of writing and playing music. Technical 
skills never really came up as a goal. 


* For flat-out, unapologetic soloing, who blows your mind? 
Tosin Abasi. He’s always been an incredibly talented guitar- 
ist, but with his new project, Animals as Leaders, he brings 
not only mesmerizing ability to the table but also fantastic 
songs. It’s very rare that technical guitarists can make inter- 
esting songs that aren’t just brain exercises and fretboard 
pyrotechnics, but Tosin blows this away. 
© What album/song inspired you to play fast? 
My biggest inspiration for fast playing was Krisiun's Apoca- 
lyptic Revelation. That's the album that got me really into 
learning tremolo picking. I think the tremolo-picking 
technique is being used more and more every year by heavy 
bands and is a very versatile technique that can be applied 
to leads and rhythms alike. “Aborticide (Into the Crypts of 
Holiness)" is the song that inspired me to get very precise 
with tremolo picking, and since then tremolo is something I 
utilize on all fronts of guitar playing. 
* What helped you progress dramatically as a guitarist? 
John Petrucci's Rock Discipline. I would watch the tape and 
learn the exercises in the booklet. To this day I still use the 
memorized exercises to warm up before every show, using a 
metronome, proper form and sitting upright. 
* What was your biggest technical hurdle? 
Playing guitar and singing simultaneously. Both must be 
practiced separately, very slowly, until they're mastered, 
and then you have to bring the two together slowly. I used 
Metallica's Master of Puppets and the Cunning Stunts video 
to emulate and learn how to play guitar and sing at the same 
time. It takes years of practice to combine influences and 
mold it into a new, unique and personal style. 
* What key performance in your discography is a suc- 
cessful example of what you try to achieve? 
The solo section in “Rain,” from Ascendancy, seems to be a 
great embodiment of the stylistic niche in which I think I 
shine. Blazing speed is always a fun thing, but you have to be 
sensible about what you're doing if 
you want to complement the song, 
and when it's time to be simple, 
you have to be. "Rain" is a blue- 
print at times for me to remember 
what my strength in my playing is. 
* Is shredding a good thing? 
The people who do that ludicrous 
1,000-notes-a-minute playing 
are just working out the techni- 
cal aspects of guitar to its fullest. 
But nine times out of 10, they 
completely neglect what I think is 
most important in musicianship: 
songwriting. I'm all for mastering 
your instrument, but it's all about 
the music when it comes to bands 
that perform songs. It's difficult 
to master songwriting and technical prowess. It almost seems 
like you have to pick which one you'll favor. 
* What are you currently working on, and what is your 
goal as a player? 
We're working on our fifth album. We've collected between 
30 and 40 songs and are narrowing that down to the best 
14 for the album. As far as goals as a guitarist, it's all about 
being what I am best at and finding the exact voice that is 
my playing. Our next record is comprised entirely of sounds 
that are uniquely and truly us, and the playing has to shine 
through with that mindset. 


8 GUITAR WORLD 


JUSTIN BORUCKI 


CONTROL 
Guitar Picks 


We asked Grammy 
winner Larry Mitchell 
what he liked most 
about his Dava pick. 

His reply: “Tone! 
It gives me great tone 
for playing live and in 
the studio.” 


Larry uses the 
Dava Grip Tip 
in Nylon. 


e 


GRIP TIPS 


Larry Mitchell, Grammy Award-winning 
producer, engineer and guitarist. 
www.larrymitchell.com 


Tell us what you like best about Dava Picks. 


Don't have one yet? Ask your local music 
store to get some in for you. Dava Picks are 
available from all leading U.S. Distributors. 
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* For flat-out, unapologetic soloing, who blows your mind? 

I'm still most blown away by grimy, rootsy blues stuff. Billy Gibbons, Jimi 
Hendrix and Stevie Ray Vaughan still give me goose bumps and make me want 
to throw my guitars away. I guess from a pure speed and “shred” perspective, 
Jeff Loomis is one of my favorite modern players in that realm. I still trip out 
on some of that early Yngwie stuff. I can’t forget Zakk Wylde either, because 


he’s a dude that kind of bridges both those worlds for me. Even early on, I ap- 
preciated how he fused bluesy licks with a high-speed delivery. 

© What album/song inspired you to play fast? 

The first couple of Van Halen records really set the bar for me, and for a lot 

of people, really. Eddie’s work was the benchmark for a long time, in terms of 
how far and how radically players were going to take soloing as an acrobatic 
exercise. As I said, Yngwie blew everybody’s mind shortly after, and everybody 
seemed to be copping those two dudes for a long time. Probably still are, really. 
* What helped you progress dramatically as a guitarist? 

Learning songs and solos and jamming with my friends in our basement 
bands. I think it's definitely constructive to play along with an album or a 
video, but setting up and jamming with other like-minded and similarly skilled 
players as a band really takes what you've learned and applies it at the next 
level. There are a million and one bedroom virtuosos, but it takes something 
more to make that happen in a group context. Ultimately, those are skills 
you're going to need if you want to progress as a guitarist. 

* What was your biggest technical hurdle? 

Speed! Honestly, the patience and repetition required to memorize speed-ori- 
ented licks is something I’ve always found boring, because it really is just rep- 
etition and muscle memory. But if you want to shred, you've gotta sit through 
it. I've always gravitated to the more “feel” oriented, expressive approach of 
the bluesier styles, but in our genre of music I’ve got to be able to pull a little 
shred off the shelf as well. 

* What key performance in your discography is a successful example of 
what you try to achieve? 

I'm most satisfied with a solo if it’s memorable. Of all our songs, I think “Grace,” 
from the Wrath album, is my favorite lead performance. It’s got some really fast 
licks, but it’s also melodic, memorable and musical. 

* Is shredding a good thing? 

Shredding is a great thing! I’m not sure it’s the most important thing. In fact, 
I'm pretty sure it's not. But it's absolutely an important part of your overall bag 
oftr Used correctly, it can turn a lot of heads and be a lot of fun. 


* What are you currently working on, and what is your goal as a player? 
I'm most focused on songwriting. For me, I feel like that's one of my strong 
points as a musician and one I'm continually trying to expand on. As far as my 
soloing, I definitely could stand to have a little more depth and diversity in my 
collection of speed-oriented licks. That's always a work in progress. 
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* For flat-out, unapologetic soloing, who blows your mind? 

Eddie Van Halen, Yngwie Malmsteen, Gary Moore, Akira Takasaki, Eric John- 
son, Randy Rhoads, Shawn Lane, [harpsichordist] Gustav Leonhardt, [violinist] 
Itzhak Perlman and [pianist] Glenn Gould. 

* What album/song inspired you to play fast? 

The first two Van Halen albums, UFO’s Strangers in the Night, Disillusion by 
Loudness, Frank Marino and Mahogany Rush Live, and Led Zeppelin’s The 
Song Remains the Same, to name a few. 

* What helped you progress dramatically as a guitarist? 

I practiced all the time for a long time. My goal was to learn one new thing ev- 
ery day, with no days off. It didn’t have to be complicated or fast—it could be a 
chord, a new place to bend, a new phrase, a Beatles song...anything. But if you 
add up 365 new things per year, and multiply it times a decade of practice.., I 
don’t have my calculator nearby, but I’m guessing it’s a big number of things. 
When I was 22, I started getting tired of listening to myself, so I took a day off. 
* What was your biggest technical hurdle? 

From the start, I held the pick in an unusual way. I used to bend my thumb 
way back in order to get a good angle for fast playing. I played that way for 10 
years. It actually worked really well—I recorded the first Racer X album, Street 
Lethal, that way—but it would hurt my thumb if I practiced too much, so I 
decided to try something else. It took me nine months of practice to adapt to a 
new way of holding the pick. I actually still use the old way for strumming, but 
the majority of the time I use the new method. 

* What key performance in your discography is a successful example of 
what you try to achieve? 

The first song on my first album is not a song—it’s a guitar solo! It’s called 
“Frenzy,” and it’s pretty much nonstop maniacal guitar playing. I had just 
turned 19, and I had some serious muscle back then, 

* Is shredding a good thing? 

It’s a wonderful thing. It’s just an unfortunate name. But I am getting older, 

so it should be expected that I get a little cantankerous about kids inventing 
new words. And unfortunately many shredders, including myself, aren't al- 
ways “balanced” musically. After that day off at 22, I started working on other 
things to make my playing more complete, like songwriting; vibrato; phrasing; 
learning about chords with thirds, sevenths and other notes in them; trying 

to learn piano-based pop songs on guitar; and other things. Racer X fans were 
probably mad at me for it, but I really like music, and I felt like I had built this 
powerful vehicle and it was time to figure out where I wanted to drive it. 

* What are you currently working on, and what is your goal as a player? 
Iam trying to build the biggest callus possible on my first finger so I can do 
one-finger bends and vibrato like B.B. King. It took me about six weeks to get 
to the point where I could do а whole-step bend on the high E string without 
serious pain. Usually, I use a bunch of fingers together. But being able to do it 
with just the first finger by itself opens up so many doors for new phrases. 
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¢ For flat-out, unapologetic soloing, who blows 
your mind? 

Mick Barr. 

* What album/song inspired you to play fast? 
*1-800-GHOST-DANCE" from the Hella album 
Hold Your Horse Is. Tm listening to it right now! 
* What helped you progress dramatically as a 
guitarist? 

There were a lot of great bands playing around 
New York when I was learning to play. I would 
go watch them, and it would give me the motivation to go home and get better. 
* What was your biggest technical hurdle? 

Working on different rhythms and time signatures, familiarizing myself to the 
point where they now come fluidly and naturally. 

* What key performance in your discography is a successful example of 
what you try to achieve? 

I really like the song “Precious Metal" off my first album, In Advance of the Broken 
Arm, because it's technical and it has parts that lock together in an interesting way. I 
also like “For Ash" off my new record, Marnie Stern, because tapping is used as a re- 
petitive texture and accent to flesh out the song, and it kind of has an orchestral feel. 
* Is shredding a good thing? 

Of course! I wish there was a better term to describe playing your guts out, 
because that's what I think shredding is. 

* What are you currently working on, and what is your goal as a player? 
To grow as a songwriter and a player, and write a song that has lasting quality. 


* For flat-out, unapologetic soloing, who 
blows your mind? 

Guthrie Govan. 

* What album/song inspired you to play fast? 
The first two Liquid Tension Experiment al- 
bums. 

* What helped you progress dramatically as a 
guitarist? 

In my early teens, I would practice four to six 
hours a day using a very detailed practice regimen. I used a metronome the 
entire time I practiced, as it's the only way to improve speed accurately. 

* What was your biggest technical hurdle? 

Frank Gambale’s technique of combining economy and sweep picking is a 
really challenging technique. If you are unfamiliar, check out "The Lick That 
Slurped L.A.” [on Gambale's Monster Licks and Speed Picking DVD]. 

* What key performance in your discography is a successful example of 
what you try to achieve? 

Pretty much the entire first half of our song *Bloom" from the album Carving 
Desert Canyons. It has some of the most challenging string skipping, sweep- 
like melodies and counterpoint. 

* Is shredding a good thing? 

Ithink it's great when used well. A lot of people say that shredding has no 
emotion, but when it's used nicely you can achieve really neat sounds, espe- 
cially if the backing riff that you're playing over sounds great. In fact, if you 
spend some time and write a really unique riff, you'll find it's easier to write a 
solo that sounds unique, especially if you plan to shred. 

* What are you currently working on, and what is your goal as a player? 
Tm currently working on more shred-based legato techniques, combining weird 
duration groupings, from sextuplets to 16th notes grouped melodically in fives. 
I have never really used much legato in my playing, so I’m trying to work out 
some new solo ideas using that for the next Scale the Summit record. My goal as 
a player has been to get as good as I possibly can, and I still have a way to go. 
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Steve Vai grew uplistening to Jimi Hendrix. Now he's paying homage to his 
hero onstage. As he prepares for this year’s Jimi Hendrix Tribute Tour, the out- 
of-this-world virtuoso talks about the Sixties guitar god's influence on his music. 


by Andy Aledort:: Illustration by Sean McCabe 


endrix had a huge impact on every guitar player that 

was around back when I was a teenager. While I was 

in high school, I formed a ‘Hendrix’ band, and we 

played nothing but Hendrix songs. So being given 

the opportunity to go out and play his music as a part 
of this tour is an offer I simply could not refuse—it's like a 
life dream for me.” 

Steve Vai is discussing his upcoming participation in 
this year’s Jimi Hendrix Tribute Tour, an annual event 
(actually the second tour of 2010, following an earlier 
Tribute tour that took place in March) sponsored by Expe- 
rience Hendrix, the family-run company overseen by 
Jimi’s stepsister, Janie Hendrix. 

Jimi Hendrix, a visionary guitarist that blazed new 
trails and pushed the envelope of the very nature of 
the instrument's capabilities, is one of Vai's earliest 
and most important influences. And like Hendrix, Vai 
has drawn from many diverse musical elements to 
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create a strikingly original guitar style, one that, upon his 
arrival on the scene in the mid Eighties, reset the bar for 
both technical skill and creative musical freedom. One can 
hear a variety of Hendrix-isms in Steve’s soloing, such as 
extreme whammy-bar manipulation and flashy explosions 
of sound and technique. But Steve is no imitator; he has an 
immediately identifiable sound all his own. 

“I went through all of the steps of learning Jimi’s music 
when I was a kid,” Vai says. “I loved playing it, and I devel- 
oped a lot of my chordal technique from him. But I never 
felt that I should copy, or pantomime, him in my own mu- 
sic. I never saw any use in that because, a) I couldn’t 
do it; and b) I had other things that I wanted to do. 

“The most striking thing to me about Jimi was just 
the fact that he was so colorful—that he was so aware 
of his own muse—and his imagination flowed freely 
in everything that he did, such as what he played, 
what he said, what he wore. His very nature as an art- 


ist is what has been so inspiring and influential to me.” 
Born on June 6,1960, in Carle Place, New York, Vai 
started on guitar at 13 and took lessons from a local 
teacher just a few years his senior, Joe Satriani. The 
two have remained close through the years and tour 
regularly, along with other guest guitarists, as G3. 


In 1978, while attending the Berklee College of 


Music, Vai sent a transcription of Frank Zappa’s “The 
Black Page” to the legendary rock icon, along with 
a tape of his playing. Zappa was duly impressed and 
hired Steve to transcribe his guitar solos, published in 
1982 as The Frank Zappa Guitar Book, and to record 
overdubbed guitar parts on Zappa's You Are What You 
Is album. Steve joined Frank's band in 1980 and re- 
corded and toured with him through 1982. In 1984, Vai 
released the self-produced Flex-Able album, recorded 
at his Sylmar, California, home studio. 


Vai's next two steps would prove hugely important | 


to his stature as a rock guitarist on the rise: in 1985, he 
replaced the mighty Yngwie Malmsteen in Alcatrazz, 
with whom he recorded Disturbing the Peace. Later 
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that year, former Van Halen front man 
David Lee Roth embarked on a solo 
career, hiring Vai and recording the 
massively successful Eat 'Em and Smile 
album, which catapulted Vai to interna- 
tional acclaim. In 1990, Steve released 
the guitar masterpiece Passion and 
Warfare, followed by the adventurous 
Sex and Religion and Alien Love Secrets 
albums. He has remained remarkably 
prolific ever since, releasing both new 
works and compilations of previously 
unreleased tracks and demos. 

Like his mentor Zappa, another of 
Vai's favorite endeavors is composing 
for orchestra. His 2007 release, Sound 
Theories Vol. I & II, featured the guitar- 
ist performing his original compositions 
with the Metropole Orchestra of the 
Netherlands. At the time of this writing, 
Steve is putting the finishing touches 


on his latest orches- 

tral project. "There 

is a Steve Vai Festival 

that is taking place in 

Holland this October," 

he explains, *with two days 

of extracurricular activities, like 

workshops, and a ‘Naked Tracks’ com- 

petition wherein guitarists play my mu- 

sic, and then two days of performances 

by the NNO, the North Netherland 

Orchestra. So for the last month I have 

been feverishly composing orchestral 
music for this event. 

“It was originally planned as a couple 
of pieces, with me on guitar in front of 
the orchestra, along with a new big sym- 
phonic piece without the guitar. I got 
the first movement of the symphonic 
piece done, and now the guitar piece is 
turning into a symphony, too. I’m find- 
ing that I’ve bitten off way more than 1 
can chew! But there will be a lot of new 
music performed, and it’s very exciting.” 

Does that mean Vai, as conductor, 
will be standing in front of the orchestra 
waving his arms? “No, just my whammy 
bar!” Steve says, laughing. “Writing for 
orchestra is really a completely different 
brain muscle from playing the guitar. 
Playing is fun and expressive—you lis- 
ten and create on the spot—but there are 
things that you just can’t do. Having 100 
musicians under your control, on the 
tip of your pen, is an amazing endeavor. 
You can create all of these musical col- 
ors, textures and interesting sounds. 

“So, I'm ited about these orches- 
tral performances, but I'm also ex- 
tremely excited about this Hendrix tour. 
Jimi's music has meant so much to me 
for as long as I can remember, and I'm 
really looking forward to having the 
| opportunity to play his music with the 
many great musicians they've assem- 
bled for the tour." 


GUITAR WORLD Was Jimi Hendrix one of 
your primary influences when you first 
picked up the guitar? 

Absolutely. I even had the 
word “Axis” tattooed on my arm! Listen- 
ing to that stuff growing up, I felt like, 
That's Hendrix, man—it simply cannot 
be reproduced. Every one of those great 
guitar players from the Seventies—and 
this is true of all great players—had a 
special touch that was unique. This was 
something I loved about Jimmy Page 
too: his vibrato, the way he hit chords, 
the little bit of looseness..or a lot of 
looseness sometimes! It was all a part 
of the music he created and all a part of 
what made it so great, and it's the same 
thing with Jimi Hendrix. 

BW Do you look at performing his music 
as more of an opportunity to be inspired 
by it as opposed to recreating it? 

I have to be really careful, because 
I'm not looking to totally recreate it at 
| all. I did do that once before: I did “Bold 
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as Love” with [Jimi Hendrix engineer/producer] Ed- 
die Kramer, dubbed along with the London Sympho- 
ny Orchestra, and I thought, Okay, I’m gonna really 
nail this, meaning I wanted to recreate Jimi’s solo. I 
love that track! I learned it note-for-note, got all of the 
phrasing just right, and after the fact I thought, Why did I 
do it that way? Why didn’t I take it into a different direction? 
I know these kids that play my music, and when I see them play 
the parts just as I played them, it's touching. But occasionally I'll see 
a kid that really just likes the track and does something completely 
different; 1 find that more interesting. When I'm 
approaching these Hendrix songs, 111 make sure 
some of the signature things are in there, and I 
like playing the things that he played, because 
they mean so much to me. 
I haven't started working on the songs yet, so 
I'm not absolutely sure of just what I'm going 
to play. I have to find the way to express myself 
in these songs, and keep the bar as high as I can 
while putting a bit of a different tilt on the songs. 
I won't play his solos, and I won't be trying to 
recreate his sound. I just need to be respectful, 
and the way that I approach that is to listen to the 
track and picture myself playing something a lit- 
tle left of center while retaining that thread that 
has remained such a big inspiration for all of us. 
BW What inspires you the most about Jimi Hen- 
drix as a guitarist, composer and performer? 
One of the important things I hear when I 
listen to Jimi is his overwhelming confidence. 
It's very hard to look back into the past and try to 
imagine what the world of guitar was like before 
he came along. It was a different world, and when 
Jimi came along there was nothing even remotely 
8 тте ог unusual ог as intense as he was. Не 
had all of these great things in balance: his po- 
litical commentary, the powerful sexuality of his 
music, the wild clothes that he wore, the way he 
spoke, his lyrics, and his whole spiritual mojo. 
Together, it all created this amazing balance. And 
he was only 27 years old when he died. Somehow, 
I will always envision Jimi as being older than 


New Experience 


me, even though I'm approaching twice his age when he pa: 
was a monolith, like in the movie 2001: A Space Odyssey. Back in those 
days, the late Sixties/early Seventies, when people consciously tried 
to be cool or look cool, they didn't cut it. A lot of it just ended up seem- 
ing so cornball. But for Jimi it was natural. 

GW At the Isle of Wight concert, Jimi came out in an orange butterfly 
suit and still looked like the coolest guitarist you ever saw. 

That was his confidence. I saw some footage of him onstage wear- 
ing a fashion disaster—plaid pants with a green shirt—and he looked 
amazing. Back then, when people tried to look hip, psychedelic and 

cool, it usually just looked silly to me, but that was 
never the case with Jimi. 

Aside from Hendrix, there were only a few 
things from that time that I liked when I was 
a kid, like a few Jefferson Airplane and Door 
songs, and Cream stuff where [Eric] Clapton was 
really playing. But I'm a ham. [laughs] When I'm 
onstage, I change my clothes three times, I move 
around a lot, and I really like the extroverted na- 
ture of performance, of which Jimi was a master. 
As a performer, he was a whole different vibe 
from his contemporaries. Nowadays, there are 
so many outtakes and live tracks available, you 
can hear the way he communicated with the 
audience, and it gives you great insight into his 
thought process. 
BW Jimi also blazed new trails in regard to how 
one could express oneself with the guitar, with 
his use of the whammy bar, effects and unusual 
techniques, which is something you have done 
throughout your career, as well. 

The guitar itself is such an infinite creature. 
There have been so many great guitarists, all of 
whom have had their own unique approach and 
sound. The instrument is capable of whispering 
and of roaring, and I like to try to utilize all of the 
dimensions of the guitar whenever I can. Hendrix 
had some really colorful dimensions, and he pretty 
much invented those colors himself. We some- 
times take for granted how those things have be- 
come so much a part of our vocabulary as guitarists. 

A lot of things about his (continued on page 172) 
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XPERIENCE HENDRIX 
E released a wave of Jimi 

Hendrix rarities and reis- 
sues earlier this year, including 


Valleys of Neptune, a compila- 
tion made up mostly of previ- 
ously unreleased mu This 
fall, as part of its new licensing 
deal with Sony Music, the com 


70 GUITAR WORLD 


pany is unleashing a second 
Hendrix bounty. 

The centerpiece of this new 
group of titles is the hotly antici- 
pated West Coast Seattle Boy, а 
four-CD/one-DVD anthology that 
offers a comprehensive overview 
of Hendrix's entire career, from 
his early wark as an RBB journey- 
man to the groundbreaking music 
that cemented his status as the 
most influential and iconic guitar- 
ist in rock and roll. Collecting early 
singles (including those recorded 
as a sideman for the Isley Broth- 
ers, Little Richard and Don 
Covay, among others), demos, 
solo acoustic recordings, never- 
before-heard live performances, 
alternate takes and more, West 
Coast Seattle Boy is the first 
Hendrix compilation to effectively 


gather material from every stage 
of the guitarist's career together 
in one place. Serving to put the 
music into greater biographical 
context is Voodoo Child, a 80-min- 
ute documentary DVD directed 

by Grammy-award-winner Bob 
Smeaton. Narrated in Hendrix's 
own words, as read by Parliament- 
Funkadelic's Bootsy Collins, 

film tells the legendary guitarist's 
story through interviews, writings, 
recordings, rare footage, photos 
and other visual documents. 

Prior to the release of West 
Coast Seattle Boy on November 
16, Experience Hendrix and Sony 
will unveil deluxe editions of 
several previously issued Hendrix 
discs. Jimi Hendrix: Blues, from 
1994, and The Jimi Hendrix BBC 
Sessions, from 1898, will each 


come packaged with new bonus 
DVD material, while Live at Wood- 
stock, from 1999, will be offered 
as a two-CD set in Digipak and 
box configurations. All three 
titles will also be available as 
multi-album audiophile vinyl sets. 

The impressive 2010 Hendrix 
release schedule is rounded out 
by Merry Christmas 8 Happy New 
Year, a 1969 EP on which the 
guitarist performed an instru- 
mental medley of the holiday 
tunes “Little Drummer Boy,” 
"Silent Night" and "Auld Lang 
Syne.” Offered as both a CD and 
in seven-inch-vinyl format with 
picture sleeve, the effort makes 
an ideal holiday gift-though for 
Hendrix fans, Christmas is com- 
ing early this year. 

-RICHARD BIENSTOCK 
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Gee 


Smith, Murray and Gers 


the album's leadoff track, “Satellite 15... The Final Frontier,” which 
opens with several minutes of spacey, impressionistic sonic clutter 
before abruptly shifting gears to a straight-up, four-on-the-floor- 
style hard rocker. From there, the band—which in addition to the 
three guitarists also includes singer Bruce Dickinson, drummer 
Nicko McBrain and founding bassist Steve Harris—churns out 
everything from growling riff-rockers (“El Dorado”) to soaring 
ballads (‘Coming Home") to trademark, harmony-guitar-infused 
metal cuts (“The Alchemist”). There are also, of course, plenty of 
intricately arranged proggy workouts, including the 10-minute- 
plus closer, “When the Wild Wind Blows,” among the longest and 
most complex songs in the band’s extensive canon. 

Guitar World recently sat down with Smith and Gers to dis- 
cuss the making of The Final Frontier as well as talk about how 
the musicians approach writing, recording and performing in a 
three-guitar context. The two also ruminated on how it is that, 
30 years after the release of the band’s self-titled debut, Iron 
Maiden continue to remain at the forefront of heavy metal, re- 
leasing challenging new albums and selling out arenas and sta- 
diums the world over. To that end, Gers says, “Our goal for this 
band is to always be right at the front of it all. We're constantly 
moving forward, and we're particularly proud of the music 
we've been making these past 10 years. One thing our fans know 
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about us is that we're not motivated by 
anything other than the right reasons 
to do what we do.” 

Smith concurs. “There’s so much 
bullshit in music,” he says. “But our 
fans see us as down-to-earth and pretty 
much just like them.” He laughs. “Ex- 
cept that we write 10-minute songs and 
have a six-foot monster come out on- 
stage with us every night.” 

GUITAR WORLD You recorded The Final 
Frontier at Compass Point Studios in the 
Bahamas, the same studio you used for 
classic Eighties discs like Piece of Mind, 
Powerslave and Somewhere in Time. 
What was it like going back? 

It was slightly strange. 
The studio hadn’t changed at all—same 
carpets, same curtains, same every- 
thing. The equipment there isn’t very 
good, but the actual room is great. The 
thing is, it’s important for us to be able 
to see one another while we're record- 
ing, and a lot of newer studios aren't set 
up for that, because today everything 
is tracked separately. But at Compass 
it was possible for us all to stand in the 
same room and play, and then have the 
amps off in a different room. And it 
turned out great. 

Usually we're in the same 
room playing, but still separated by 
glass. So you can see Bruce, or you can 
see Nicko, but you're not really “to- 
gether This was different. We were 
right in the room with Nicko, all playing 
together. Except there were no amps. 
All the gear was 100 yards away, in an- 
other studio, and we all wore big heli- 
copter earphones. And the sound was 
tremendous—it felt like a band. It was a 
tenacious feeling. You're together. You 
can watch each other's hands, see each 
other's eyes. And that made a huge dif- 
ference in the vibe of the album. 
3W The record certainly has а more "live" and organic feel to it. 

Well, Steve likes that real raw sound. And he and Kevin [Shirley, pro- 
ducer], they don't like people going back and tidying things up. They say, 
"Let's just record a lot of stuff and then we'll put a track together." I think 
if Га had complete freedom I'd have probably made things more polished 
sounding. But those two kind of keep you at arm's length a bit. So it's a little 
like making a movie: you do your performance and you're out of there. 

GW Adrian, you have a lot of writing credits this time around. Did you just 
happen to have a hot hand? 

I always bring quite a few ideas in, and yeah, this time I just had a 
bunch of stuff. But we all threw things into the pot. Janick brought a lot. 
Davey brought some. Steve had a song, though these days Steve writes more 
lyrics and melodies than actual riffs. He mostly lets us bring in the music. 
And Bruce does lyrics and melodies and stuff like that as well. 

I brought about an hour's worth of material in, and we used a couple 
things out of that. And I'm sure Adrian brought in as much, and maybe more. 
And Davey, too. So we probably had about three hours' worth of material just 
between the three of us. And you take a bit for this and a bit for that, and you 
end up with the songs. 

GW The material is rather involved, but the songs are still easy to get your 
head around. 

For us the most important thing, no matter how involved the songs are, 
is melody. And I think a lot of metal bands forget that. They're looking for the 
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hard-edged thing. Which is great—I’m not 

knocking that. But without the melody on 

the top, it doesn’t cut it. And all the great art- 
ists had that. Hendrix had it. Zeppelin had it. Even Black 
Sabbath had it. When you talk about heavy metal, Sabbath 
are probably the birth of the whole thing. But if you listen 
back, there are some tremendous melodies there. 
GW Adrian, the album opens with one of your composi- 
tions, “Satellite 15,” which is very un-Maiden sounding, to 
say the least. What’s going on there? 

[laughs] That’s just something I recorded in my 
studio. I did it rather quickly. I thought it was an in- 
teresting, kinda futuristic-sounding thing. And Steve 
picked it out and started getting all these ideas, like 
a “lost in space” kind of vibe. And he said, “Yeah, we 
should use that.” I thought when we got to the studio 


we'd rerecord it. But he just lifted it 
straight off my computer, really. 

So the first music we hear on the al- 
bum is actually a home demo. 

Yeah, which I did in about five min- 
utes with a cheap little drum machine. 
[laughs] But after the shock of the first 
thing, the next four or so tracks are pretty 
straightforward. And then it gets a little 
bit more complicated, to say the least. 
6W A song like “Coming Home" is a bit 
outside the box for Iron Maiden as well. 
It's almost a full-on ballad. 

We had a song on the last album 
called “Out of the Shadows," which was 
kind of a similar thing, and Bruce was 
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great on it. He actually does those kinds 
of ballads really well. So this time I had an 
idea for something like that, and I could 
just hear him singing it. 
GW What gear did you use on the record? 
Same as I use live, just simplified. 
I had my signature Jackson and my Les 
Paul *Goldtop," and I ran them through 
a Marshall DSL100. I also had an Ibanez 
Tube Screamer and an old Yamaha flang- 
er that I used quite a bit for leads. 

For me, it's basically my live setup as 
well—my Strat into a Marshall head. No 
processors or pedals. I just plug right in. 
6W When it comes to rhythms, are each 
of you very aware of what the others are 
playing on the record? I could imagine 
with three guitarists you run the risk of 
stepping on one another's toes. 

None of us really work out what 
we're doing with the others, but we just 
make it work. One steps back and another 
pushes forward, and we very subtly create 
a little tapestry within the songs. Because 
some of these things, you can't plan them 
out; they either feel right or they don't. It's 
from your h not your head. Jimmy 
Page once said, “If you take rock and roll 
to school, you kill it." That's my belief too. 

But on previous albums, when 
we first started doing the three-guitar 
thing, we kind of let things go, which I 
felt could be a bit sloppy, quite frankly. 
There is a tendency where, if you don't 
watch it, the original riff can get lost, 
because everybody's got a different way 
of playing it. So this time, even though 
we were basically recording live, we 
probably spent a bit more time trying 
to narrow the riffs. So if Janick's got a 
specific riff, I might say, “Why don't you 
just overdub onto that? It'll sound great 
if you play two of it." And ГЇЇ just play 
something else. I want the riff to come 
out. If I ain't playing the right shit, I 
don't want to be hard-headed and say, “I 
want my guitar on there, loud!" What- 
ever's good for the song, you know? 
6W Adrian, when you left Iron Maiden at 
the beginning of the Nineties, Janick came 
in and replaced you. During those years, he 
would play your guitar parts on the clas- 
sic material when it was performed live. 
When you rejoined the band at the end of 
the decade, did you take those parts back? 

No, actually. I completely changed 
what I played. I would experiment with 
different tunings, or come up with a new 
part, or take what I used to play and move 
it an octave lower, or something like that. 
Ijust found other parts. 

BW So even today, Janick still plays some 
of your original parts? 

I suppose. For instance, on the last 
tour we were doing “Moonchild.” And I 
said to Jan, “I don't really enjoy doing that 
solo. You take it." So, yeah. 

Adrian probably feels I'm doing 'em 
wrong sometimes! [laughs] But let's say 
on a song like “Iron Maiden," I’m usu- 
ally playing with Davey on that line. And 
so Adrian is free to (continued on page 176) 
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VUYAGE 
When they set off 
on their career in 
1980, Iron Maiden 
promptly made 
a big splash with 
their self-titled 
debut album. 
Dave Murray and 
Steve Harris give 
their account. 


INETEEN-EIGHTY saw the release of more 
N ic metal albums than perhaps 

any other year in music. From AC/DC's 
Back in Black to Ozzy Osbourne's Blizzard 
of Ozz, Judas Priest's British Steel to Black 
Sabbath's Heaven and Hell, the new decade 
was ushered in with landmark albums from 
some of the genre's biggest names. 

Add to this list the self- 
titled debut from five lads 
from East London who called 
themselves Iron Maiden. 
Though initially lumped in 
with the then-burgeoning 
New Wave of British 
Heavy Metal movement 
{which included bands like 
Motörhead, Def Leppard, 
Saxon and Angel Witch, 
all of whom also released 
albums that year), Maiden 
over the course of the 
decade rose to become one 
of the biggest and most 
successful acts in heavy 
metal, a position they still hold today, 30 
years later. Along the way, the band’s sound 
influenced generations of newer metal acts, 
from legends like Metallica to current stars 
like Avenged Sevenfold. 

In 1980, however, Maiden were little more 
than a struggling voung outfit themselves. 
Formed by bassist and songwriter Steve 
Harris five years earlier, the band burned 
through a slew of members before lead 
guitarist Dave Murray and singer Paul 
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Performing with original singer Paul Di'Anno and 
drummer Doug Sampson at the Nashville Room, 
London, England, in 1979; (inset) Steve Harris 


Di'Anno came onboard in the late Seventies, 
solidifying Maiden's core early lineup. Tt 
was then that the band's sound-metal riffs 
and rhythms played with punky speed and 
aggression, and tempered by twin-guitar 
harmonies and progressive twists and 
turns-came into focus. 

“I think if anyone wants to understand 
Maiden's early thing, in 
particular the harmony guitars, 
all they have to do is listen to 
[British rock band] Wishbone 
Ash's Argus album,” Harris says. 
“Thin Lizzy too, but not as much, 
And then we wanted to have a 
bit of a prog thing thrown in as 
well, because I was really into 
bands like Genesis and Jethro 
Tull. So you combine all that 
with the heavy riffs and the 
speed, and you've got it.” 

By 1978, Iron Maiden had 
built a solid following around 
London as a result of their 
energetic shows (which 
already included an appearance from an 
embryonic version of their fiendish mascot, 
Eddie). A four-song demo recorded at the 
end of that year, and later released as The 
Soundhouse Tapes, attracted a manager, Rod 
Smallwood, who subsequently landed the 
band a deal with EMI. And so, in early 1980, 
Maiden-which in addition to Harris, Di'Anno 
and Murray also included coguitarist Dennis 
Stratton and drummer Clive Burr-entered 
London's Kingsway Studios to record their 
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debut album. 

“We had done The Soundhouse Tapes, but 
this was a whole new thing," Murray recalls. 
“Just the whole experience. You had the 
amps and the cabinets in there and your 
headphones on, and it was like, This is it: 
the big time.” 

Adds Harris, “We did the whole thing in 
13 days, which was fine, We knew the stuff 
backwards and forwards because we had 
been doing it onstage for three or four ye 
before that. So there was no problem there.” 
According to the bassist, however, there was 
a problem with their producer, Will Malone. 
“We were all young and naive and we didn't 
know about producers and what they do-or 
don't do, really,” he says. "And [Malone] was 
just a waste of time, He didn't do anything. 
He just sat there with his feet up reading 
Country Life. So in the end we just bypassed 
him and dealt straight with the engineer 

Harris reports that his main instrument 
ions was a Seventies-era Fender 
cision Bass, which he still uses to this 
on it was matte black, but T've 
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day. 
changed the color over the years," he 
"And I was likely playing through a Hiwatt 

amp. I was just trying to get as much top end 


and pre 
In fact, throughout much of the album, 
Harris' propulsive and melodic bass lines are 
pushed far up front in the mix, a sonic trait 
that has since become one of the banc 
calling cards. On Iron Maiden, however, this 
was somewhat unintentional. 

"The truth is that the guitars were mixed 
too low,” Harris says. "I think the lead sounds 
are fine, but the rhythms weren't beefy 
enough. They sound a bit weedy, really. And 
I suppose because of that my bass popped 
out even more than it should have. And from 
a selfish point of view, yeah, that's nice, but 
if you're considering the overall band sound, 
it's not so good." 

For his part, Murray reports that he 
used his trusty black 1957-era Fender Strat 
on the recording. The guitar, which had 
previously belonged to Free's Paul Kossoff, 
became Murray's primary studio and live 
instrument for much of the Eighties, and it 
is also the basis for his current Signature 
Series Stratocaster. "As for amps," he says, 
"I was going into Marshall 100 watts. And 
in between I had an MXR Phase 90, an MXR 
Distortion* and a wah pedal.” 

Murray recalls that coguitarist Stratton 
primarily played a Les Paul. "5o there was a 
good balance between us, with the Fender 
and the Gibson,” he says. "And as far as our 
parts, we'd sit down and work out harmony 
bits and stuff. Dennis was quite gaod. I used 
to go see him play in bands back in East 
London and I thought he was stand-out. 

So it was nice that we got to play together 
for a bit. And I think there are some great 
moments on the album." 

Indeed, Iron Maiden is an incredibly 
strong effort from start to finish. The album 
features some of the band's most beloved 
and enduring songs, including the rampaging 
opener, “Prowler,” the haoky “Running Free,” 
the epic “Phantom of the Opera” and the 


ence out of my sound as possible.” 


pummeling, twin-guitar-laced "Iron Maiden.” 
As for his personal favorite, Harris doesn't 
hesitate: " ‘Phantom of the Opera, " he says. 
"I felt that was probably the first song I'd 
written that was a bit more proggy. It had 
alot of time changes in it and different 
movements and moods. It was indicative of 
where I wanted to take things with the band. 
And looking back on it now, I can see it was 
really a pivotal point in the direction of our 
music. I've always felt you shouldn't have to 
do verse/chorus and that's it; you should be 
able to do whatever the hell you want. And 
that song really proved it. 

"But the album is actually rather strong all 
around. In a way you could argue that it's a 
best-of of the first four years 
it's all gonna stand up, track-wis 

Preceded by the release of the "Running 
Free" single, Iron Maiden, replete with cover 
art that presented a somewhat punked-up 
rendering of Eddie, was issued in the U.K. on 
April 14, 1980. (The U.S. version, which hit 
shelves in August of that year, tacked on the 
previously single-only release "Sanctuary.") 

In what was a surprise to all involved, the 
album shot straight into the British charts 
at Number Four. "We thought we'd da 
reasonably well, because we had a hardcore 
following up and down the U.K. from playing 
the clubs for years," Murray says. "But the 
fact that it debuted so high was unbelievable 
for a new Бапа” 

In support of the album, Iron Maiden 
spent the rest of the year on the road in the 
U.K, and even opened for Kiss on a string of 
dates throughout England. By the time the 
band regrouped at the end of 1980 to begin 
work on its second album, Killers, Stratton 
had been sacked. Harris says, "Everyone 
always uses the term ‘mus difference 
when you're changing a band member. But 
with Dennis that was the с; 
good pla 
that he liked and the way he saw things was 
totally different to where we were heading. 
We were hoping it wouldn't be, but it was. 
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In his place Maiden recruited Adrian 
Smith, a childhood friend of Murray's who 
had been fronting his own band, Urchin (an 
outfit which, at one time, included Murray in | 
its ranks). Опе album later, the band would 
trade Di'Anno for Bruce "The Air-Raid Siren" 
Dickinson and begin its ascent to the top of | 
the metal heap in earnest. | 

And yet, many of the songs from Iron | 
Maiden's quickly recorded debut continue | 
to be fan favorites, as well as staples of the 
band's live show. “ ‘Iron Maiden' is always in 
there," Murray says. "And on this most recent 
tour we closed every night with 'Running 
Free. So it shows you these songs have really 
stood the test of time.” 

As for why he believes this to be the case? 
"The album just captured something," Murray 
says. "Listening to it now, 30 years later, it's 
still quite interesting. It's very raw sounding, 
and for the mast part quite uptempo-the 
songs are almost frantically fast paced. But 
that was our frame of mind at the time. We 
were very excitable back then." He laughs. 
"Though I suppose we still аге, 
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CAPTAIN NEON 


Dissecting John Mayer’s unorthodox fingerstyle grooves 
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Ж BY DALE TURNER 


QUAL PARTS ELECTRIC 
bluesman, acoustic guitar phenom 


nd pop singer-songwriter, John 
a master of numerous styles 
spect of his musi- 
cal peers (collaborations with B.B. King, 
Eric Clapton and Buddy Guy) along with 
chart-topping success. His eclectic play- 
ing style satisfies hardcore guitar heads 
while it exposes a new generation of play- 
ers to hís heroes—Stevie Ray Vaughan, 
Jimi Hendrix and others—without turn- 
ing off his singer-songwriter fan base. 

Let's examine the musician's finger- 
style prowess by digging deep into the 
unorthodox fingerstyle groove of his song 
"Neon." While Mayer originally played 
the song on electric guitar on his 2001 
breakthrough album, Room for Squares, 
nowadays he commonly performs it on 
his Martin OM-28 John Mayer signature 
model acoustic. 

The groove approach Mayer uses in 
“Neon” is (in his own words) “inspired 
by jazz guitarist Charlie Hunter," who 
employs an eight-string guitar to cover 
a wide range of sonic territory and com- 
plex contrapuntal ideas. Though we will 
forego detuning in this lesson, Mayer 
actually detunes his sixth string down 
two whole steps to C in "Neon" to emu- 
late the low-register content of Hunter's 
style and alternates his plucking hand's 
index finger (i) and thumb (p) to infec- 
tious percussive/syncopated effect. 

Let's break down the technique Mayer 
uses in tl ng into manageable bits, 
applying each element to an open Em 
chord. Before attacking the octave shape 
in FIGURE 1, position your plucking hand 
over the strings almost as if you're prepar- 
ing to "strum" them—not “stiff-arming” 
style, but rather with your wrist slightly 
bent, for a relaxed "rotating at the wrist"- 
type movement; don't rest your hand on 
the bridge or any other part of the guitar's 
body. Next, with your thumb pointing 
toward the headstock, give a powerful 
thumb strike (like a slap bass player) to 
the sixth string, pushing through it until 
your thumb rests up against the fifth string 
(what's known as arest stroke). Then, hook 
the fourth string with the tip of your index 


All examples played fingerstyle: p = thumb, i = index finger 
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finger and use a quick, upward pulling motion to 
sound the string. The two movements combined 
should feel relaxed, like a down/up strum motion 
from a “loose” wrist. Try doing this—alternating 
with your thumb and index fingers—in an even 
eighth-note rhythm, as written. 

FIGURE 2 adds the open G and B strings to the 
equation, which are attacked in the same manner 
with the thumb and index fingers, respectively. 
This requires the somewhat awkward move of 
bringing the thumb over to hit the G string imme- 
diately after plucking the octave shape—by far the 
most complicated part of the entire groove. 

FIGURE 3 depicts the last part of this right- 
hand pattern—the simultaneous thumb smack on 
the muted sixth string, indicated by an x (lightly 
lay your available fret-hand fingers across the 
strings to deaden them) and the preparatory 
touching, or “planting,” of your pick-hand index 
finger on the G string in anticipation of the next 
move, so you can catch it, then snap it back with 


a pluck. FIGURE 4 puts these three bits together 
into Mayer’s complete two-beat “Neon” pattern. 

Now we're ready to have some fun with this 
technique. You may have noticed that we're only 
plucking strings 6, 4, 3 and 2. Good news: Any 
chord voicing that falls on these four strings can 
have this groove applied to it. Let’s first test this 
theory using the various Em inversions (same 
notes, different low-to-high arrangement) illus- 
trated in FIGURE 5. FIGURE 6 takes these inver- 
sions and employs Mayer's “Neon” groove to 
carry them up and down the neck. 

Of course, the most common chord types using 
strings 6, 4, 3 and 2 are sixth-string-root major 
and minor barre chords, sevenths, extended and 
suspended shapes—similar flavors to what May- 
er uses in *Neon." Despite eschewing Mayer's 
Drop-C tuning, the voicings in FIGURE 7—Cmll, 
Eb/Ab, Bbsus4 and G759/B—manage to cop a simi- 
lar vibe. Try carrying the "Neon" plucking pat- 
tern through these and other chords. O 


Musician's Institute instructor and author/transcriber DALE TURNER played all the instruments/voices on his latest 


CD, Mannerisms Magnified (intimateaudio.com). 
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Ж BY JEFF LOOMIS OF NEVERMORE 


AST MONTH, we looked at the 
L intro rhythm parts and the intro 

guitar solo to the title track of the 
latest Nevermore album, The Obsidian 
Conspiracy. This month, I'll go over the 
remaining single-note intro theme and pri- 
mary verse riff. As you'll see, the latter is a 
lower-octave version of the final intro lick. 

A reminder: "The Obsidian Conspira- 
cy" is played on seven-string guitar, tuned 
down one half step (low to high, Bb Eb Ab D 
Gb Bb Eb). This final intro riff, shown in FIG- 
URE 1a, is built on succi ге eighth-note 
triplets and is played entirely on the sixth, 
fifth and fourth strings. It's also a little bit 
tricky for both the pick- and the fret-hand. 

Let's begin with the fret-hand. I start 
the riff on the low E string by sliding my 
index finger up from the fifth to the sev- 
enth fret and hammer onto the eighth 
fret with the middle finger. On beat two, 
I fret the G note on the A string's 10th fret 
with the pinkie, followed by the eighth 
to seventh frets, C to B, on the E string, 
fretted with the middle and index fingers, 
respectively. From here through the end 
of bar 2, my index finger stays rooted in 
seventh position. 

On beat three, the note on the A string 
is lowered one fret, to the ninth fret, 
followed again by C to B on the E string. 
This 10th-to-ninth fret movement is 
then moved one string higher, to the D 
string, followed with a stríng skip back 
to C-to-B on the low E string. Notice that 
throughout the majority of the rest of 
the riff, the first note of each eighth-note 
triplet changes while the C-to-B figure on 
the E string repeats each time. 

Bar 3 is a restatement of bar 1, and beat 
one of bar 4 begins in the same manner 
as bar 2. On beat two, a wide stretch is 
necessary, as I reach up to the 12th fret on 
the A string with the pinkie, followed again 
by notes on the eighth and seventh frets on 
the low E. The bar ends with the repeated 
C-F*-C tritone shape (a tritone is two notes 
that are three whole steps apart). 

Now let's look at the pick-hand articu- 
lation of FIGURE 1a. It's very important to 
accentuate the first note of each eighth- 
note triplet. The tricky part is that some of 
theaccents are sounded with downstrokes 
while others are sounded with upstrokes. 

I begin with a downstroke and then 
sound the first note of beat two with 
another downstroke. From here through 
the end of bar 2, I alternate (down-up) 
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How to play “Obsidian Conspiracy,” Part 2 


7-string guitar tuned down one half step (low to high, Bb Eb Ab Db Gb Bb Eb). 


FIGURE 1a 
4-184 (0:21-0:31) 
N.C.(Bm) 
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FIGURE 1b (0:32-0:42) 
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pick throughout, so the successive triplet fig- 
ures are picked DOWN-up-down, UP-down-up, 
DOWN-up-down, UP-down-up, etc. 

Bar 3 and the first two beats of bar 4 are picked 
as previously described. For the tritone shapes 
aéross beats three and four of bar 4, however, I 
switch from alternate picking to economy picking 
(down-down-up, or up-up-down). In this exam- 
ple, the picking pattern for the tritone shapes 
is DOWN-up-down, DOWN-up-down. Using 
repeated downstrokes in this way creates a stron- 
ger and more forceful accent on each downbeat. 

For the verse riff in “The Obsidian Conspir- 
acy,” shown in FIGURE 1b, I transposed the riff 
from FIGURE la down one octave, with a few 
slight variations. Let’s begin with a look at the 


| 


fret-hand. The riff starts a little differently, with 
an initial three-note descending figure on beat 
one, but all ofthe subsequent eighth-note triplets 
through bars 1 and 2 are the same as FIGURE 1a, 
just played one octave lower. 

As for the pick-hand, I begin FIGURE 1b with a 
downstroke and use alternate picking throughout 
the rest of the riff. This results in the use of an 
upstroke on beats two and four of every bar. The 
riff culminates in bar 5 with a descending run 
based on the B Aeolian mode (B C$ D E F£ G A). 

As you can see, FIGURES 1a and Ib offer dis- 
tinct challenges, so play through them very slow- 
ly and deliberately at first, with close attention 
paid to pick stroke direction. 

Next month we'll look at the guitar solo. C] 
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Examining the legendary bluesman’s trademark grooves 
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MONG THE STANDARD 
rhythms of American popular 


music—shuffle, swing, funk, 
rock and roll, country and more—there 
is only one that is known by a proper 
name. Buddy Holly’s “Not Fade Away,” 
Bow Wow Wow’s “I Want Candy,” the 
Who's “Magic Bus,” George Michael’s 
“Faith” and U2’s “Desire” all owe their 
rhythmic appeal to Bo Diddley and 
his eponymous beat. Like his Chess 
Records labelmate Chuck Berry, Did- 
dley (raised Ellas McDaniel) forged 
a unique approach to urban music, 
combining lyric themes ranging from 
nursery rhymes to the dozens (verbal 
street combat that was a precursor to 
rap) with rhythms that owed as much 
to Africa as to the streets of Chicago. 
As played by Diddley himself, the 
beat was a hypnotic stew of maracas, 
tom-toms and Diddley’s own reverb- 
drenched, tape-delayed guitar. While 
Diddley’s presentation was unique, 
the beat itself was not his invention. 
Johnny Otis (whose later hit, “Wil- 
lie and the Hand Jive,” featured the 
same beat) recalled encountering it in 
the Thirties, and the rhythmic phrase 
“shave and a haircut, two bits” goes 
back much further than that. Other 
antecedents are the trance-inducing 
southern ring shout, the juba dance and 
its related thigh-slapping “hambone” 
rhythm, the Afro-Cuban son clave and 
Yoruba rhythms from Nigeria. 
FIGURE 1 displays the basic Bo Did- 
dley beat, which Bo routinely varied, as 
shown in FIGURE 8 (note that the har- 
mony is based on major triads rather 
than the sevenths and ninths of tradi- 
tional blues). Strum it with a loose, up- 
and-down motion, controlling the place- 
ment and duration of the accents with 
your fretting hand by alternately squeez- 
ingand relaxing your grip. The song *Bo 
Diddley" is a one-chord vamp, but like 
Buddy Holly and Johnny Otis you can 
also adapt the rhythm to 12-bar changes. 
The Bo Diddley style places rhythm 
above all else, and Diddley's solos 
appropriately favored chord-based 
ideas rather than flashy licks (the 
single-note solos on his records were 
generally played by other guitarists). 
FIGURES 3a-c illustrate three typical 
melodic chord phrases. In each case, 
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alternate the phrase with the basic rhythm in 


a call-and-response pattern. 


While he is best known for his self-named 
beat, Diddley was no one-trick pony. He also 
scored hits with rhythm-heavy tracks, includ- 
ing “I'm a Man" (similar to FIGURE 4), a hyp- 


notic, one-chord vamp with a deep blues 


and "Who Do You Love," based on a pumped-up 
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country groove, à la Chuck Berry's “Maybelline” 
(FIGURE Б). “Roadrunner,” similar to FIGURE В, 
was a proto-hard-rock classic that opened with a 
descending pick scrape, a radical technique for 
the era. In both his playing style and choice of 
instruments (he crafted a rectangular-bodied 
guitar later replicated by Gretsch and nicknamed 
“The Twang Machine"), Bo did it his way. O 


feel, 
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FUNKY FORMULAS 


Using polyrhythms and rhythmic displacement to create catchy, 
grooving melodies. 


Ж BY DEAN BROWN 


you’re constantly looking for new 
ways to expand your rhythmic and 
melodic vocabulary, consider exploring 
polyrhythms—two or more distinct rhyth- 
mic patterns that occur simultaneously. 
At first, dealing with polyrhythms can 
seem like a daunting task that requires 
advanced formal training in music 
theory. But it’s a concept worth explor- 
ing, as polyrhythms sound really cool, 
are fun and exciting to play, and often 
reveal themselves to be quite simple an 
elementary once you break them down. 
Common in many genres of music, 
polyrhythms have been used such 
well-known songs as “Kashmir” (Led 
Zeppelin), “Frankenstein” (the Edgar 
Winter Group) and “Beat It” (Michae 
Jackson). More complex examples 
abound in pieces by everyone from 
modernist composer Charles Ives to 
fusion-guitar pioneer John McLaughlin. 
As you'll see in the following musica 
examples, you can achieve some very 
complex and funky polyrhythmic 
sounds without ever leaving 4/4 meter. 
Let's start by looking at FIGURE 1. 
Set your metronome to 85 beats per 
minute and then play the figure on con- 
tinuous loop. This example hits every 
eighth note in each bar, but because of 
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FIGURE 2 3/16 against 4/4 


Vn. Vn >=. 


> > > 


0-3— 50-050-0050-0150 
| | T = 
I 
j | 


> > 
)5(0.0)5 -(0-0)5:0-0)5:0-015:0-075(0-0)3: | 


3—8 
үз" 
ДАА 


IT ЕР ra 12107; 
іва! I 


—10-7- 


Uy» 


FIGURE 6 four-note A minor pentat 
displaced 


the line's melodic 


contour, it creates a 


lively polyrhythmic effect. What we're 


doing here is imp. 
3/8 meter against 
eighth notes in th: 
pick the first note 


ying, or suggesting, 
4/4 by grouping the 
rees, In each group, 
with a downstroke, 


pull off to the second note and pick the 
third note with an upstroke. To really 
enhance the polyrhythmic sound, play 
the same pattern in 16th notes (thus cre- 
ating a 3/16-against-4/4 feel), accenting 
the fretted notes and feeling the open- 
string notes, but barely playing them (as 
"ghost" notes), as depicted in FIGURE 8. 

Now let's try grouping 16th notes 
into fives (rather than their expected 
four-note grouping) as dictated by the 
melodic contour of the line, to create 
a rhythmically compelling and playful 
“5/16-against-4/4” sound (FIGURE 3). 
FIGURE 4 employs a similar scheme to 
create a “7/16-against-4/4” feel. (Notice 
that we're interrupting and restarting the 
pattern at the end of the second bar for 
the sake of keeping each figure two bars 
long, as two-bar phrases are quite con- 


88 GUITAR WORLD 


T eoe 10 
A | vmm 
B 4 | Е 4 


venient to use in many tunes.) Again, try playing 
only the accented notes and ghosting, or com- 
pletely omitting, the open-string notes to pro- 
duce a less “busy” but equally intriguing melodic- 
rhythmic pattern like that shown in FIGURE 5. 
Another cool way to create a polyrhythm is to 
take a simple repeating melodic motif, say four 
notes long, and displace it by inserting a rest after 
it so that it begins at a different metric location 
within the beat each time it recurs. Displace it 
by an eighth note (FIGURE 6) and you create a 
3/8-against-4/4 sound; do so by a 16th note (FIG- 
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1 


by an eighth rest 


URE 7, and you get a 5/16-against-4/4 scheme. 

You can also generate a polyrhythm by play- 
ing a common scale in steady, uninterrupted 
16th notes and shaping the line in a way that 
groups the notes into something other than 
fours, as demonstrated with the A Dorian mode 
in FIGURE 8. Notice how the notes fall into 
six-note groups because of the melodic contour. 
FIGURE 9 ups the ante by inserting a 16th rest 
to the six-note group, creating a 7/16 against 4/4 
sound. These are two great ways to liven up oth- 
erwise ordinary 16th-note runs. J 


Internationally acclaimed guitarist DEAN BROWN teaches jazz, funk, fusion, and 


beyond at Musicians Institute in Hollywood, California. Check out his solo albums at 
deanbrown.com and facebook.com/deanbrownmusic. 


JAMMIN’ WITH THE ALIEN 


An exclusive lesson with shred maestro Joe Satriani 


Tune down one half step (low to high, Eb Ab Db Gb Bb Eb). 
Ж BY ANDY ALEDORT FIGURE 1a 
= 116 w/half-time feel 


GG HAT I WANT to hear from c#7 
a guitar solo is the spirit,” IT 
Joe Satriani says. “The last 


thing I want to hear is any kind of in- 
tellectual process. It doesn't matter to 
me if the solo has a wrong note or a 
note that fell apart or a note that rang l 12 12 
too long. If it has real spirit in it, that’s A J Mijan د‎ 48 ү. 
the part you will love when you hear | 463. ag у 5 E 11 TE EDI 13125 шаа Гун}. жг 
it again one year, or five years, later.” t = s= = I TET ret A 
In this month’s In Deep, virtuoso i : I ишш! = Г 
guitarist Joe Satriani offers insight into 3 3 3 
his approach to soloing, using as a basis 
the tracks “Two Sides to Every Story” and و‎ Vea Yo А : а 
“The Golden Room,” from his new album, == 11-9 
- — 3? 
: 


Black Swans and Wormhole Wizards. 

* “Two Sides to Every Story' was 
actually inspired by [jazz saxophonist] 
Eddie Harris, whose music I first 
heard as a kid," Satriani says. "I loved А = = 


Eddie, because, even though he was a ks 5 
үе i š і Е 72 TG tt 
jazz player, he was into sound. So for 11 L 
a young kid who grew up listening to yrs Adria ! “ч ° TT po & 
Jimi Hendrix and Black Sabbath, I 
could relate to a horn player making 
a statement with just the sound of FIGURE 1b 
his instrument. He also used unusual 4-116 w/half-time feel 
meters, like 5/4, 6/4 and 9/4. ‘Two 
Sides,’ which is played in 6/4, reflects 
his influence. When Eddie soloed, he 
had the ability to make odd meters 
sound completely natural by playing 
laid back and in the pocket, with a 
great blues feel. When it came time to 
record the solo on ‘Two Sides,’ I tried to 
imagine what Eddie Harris would play 
to make it sound so cool, and so relaxed, 
that no one would notice it’s in 6/4.” 
FIGURE 1а illustrates an eight-bar 
improvised solo that Satch played over 
the song’s intro, the accompaniment to 
which is in the key of СЇ. FIGURE 1b 
shows a six-bar improvised solo over 
the shift to the IV (four) chord, F$7. In 
these examples, as well as on the album 
track, one can clearly hear the influ- PASTE 
ence of Hendrix in terms or the free- (adds Rib 
dom and overall looseness ofthe phras- 
ing. These solos are based primarily on FIGURE 2 
the C$ minor pentatonic scale (Cf E F$ 4-116 w/half-time feel 
G# B). Notice the use of subtle half- CÉm7 
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step bends on the minor third (b3), E, pode K "m y xis 


which add personality and musicality i ei эгүү тшн s ` — dz fy — 
to the phrases. Also noteworthy are the EI {== peepee 1ї r=: 11-9. 12:9 1101-97 
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FIGURE 1a, bars 5 and 6, as he drags 
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the pick across the strings from high to 
low,in conjunction with hammer-ons, 
pull-offs and finger slides. mmm = پس ل سے‎ 
“T like a solo to evoke the feeling of 

floating on top of the rhythm,” Satriani 
says. “This is not the same thing as 
playing out of time, which is something hybrid picking ---------------------------- 1 
else entirely. I’m talking about floating 4212-924 12.—— ———— M x - $—— 
above the groove and then grabbing Ча 18 : - d— 
onto certain key points of the rhythm | 
ѕо you сап feela solid connection to ће 
beat. The idea is that you are telling a 
story and using artistic license to flow 
with, or pull against, the rhythm and b owes 
move around as you please." 9 = > ] 3 
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During the solo section of “Two n? 369 571 11-9-1111 Ганы 


Sides to Every Story,” the tonality Coy un i Ui А m anl ur n^n -1011 = 
shifts from a dominant-seven flavor = i = = = tee = 
(C17) to minor, and utilizes the chords 
C#m7, F#m7 and G#m7, as depicted in 
FIGURE 2. Here, Satriani sticks with 
the C# minor pentatonic scale, again 
employing Hendrix-like reverse rakes 
in bar 2. Overall, notice how freely he 
phrases his lines, moving from eighth 
and 16th notes to 16th-note triplets and 
32nd notes with effortless fluidity. 
“The mental image I always get is } که‎ 
a large flock of birds: their flight path 412. E =the star 
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“ILIKE A SOLO Т0 | 


EVOKE THE FEELING OF 
FLOATING ON TOP 
OF THE RHYTHM.” 


seems chaotic, and yet they are all doing 
it together,” Satch says. “To me, each of 
the birds is like a note, and when you 
are playing a lot of notes, the feeling 
you want to convey to the audience is 
freedom—that your solo could swerve 
off in any direction just like those birds. 
Somehow, there is a logic to what they 2 2 1/2 
are doing, and the way I translate that 1 
in a musical way is that it's like they are 
all following the song." 

The progression wraps up on the 
V (five) chord, G#m7, to which Satri- 
ani gives particular scrutiny. “I've 
noticed that blues players distinguish 
themselves in what they do with the 
V chord,” he says. “Some make spe- 
cific reference to it by playing the 
major seventh of the I—which is the 
major third of the V—while some just 
ignore the V chord altogether. Eric 
Clapton is someone who often makes 
no direct reference to the V, unless he FIGURE 3a 
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release 


plays something like this [FIGURE 3a, 2.7 ca. 126 
wherein the last note in bar 1, В? (C), is сїт G#7 
the major third of the V chord, G$], and à алдад: 


then tumbles оп back to the І chord. 2r = = = === 
But other players will play directly оп 5 - 11—810 Barm 

the V chord as well as the IV [FIGURE 
3b], using the appropriate thirds and 


sevenths of each chord. That can sound 
really sweet, but it can also sound clev- 
er, and clever is not necessarily good. 
For this track, I decided to stay on the 
I and try to play in a stream-of-con- 
sciousness kind of way." 

“The Golden Room" is an example of 
a song for which the solo section stays 
rooted in one key, which is E major. In 
FIGURE 4, Satriani sticks with the E 
Mixolydian mode (E FË G$ A B C# D) 
to create an improvised solo that com- 
bines precise legato phrases, relying on 
hammer-ons, pull-offs and slides, with, 
once again, a very fluid sense of phras- 
ing and melodic development. 

“Аз I play those fast legato lines," 
he explains, *I like to resolve them by 
reconnecting with the groove. I might 
begin a phrase right on the downbeat, 
but then I try to make the lines ebb and 
flow naturally, pulling away from the 
beat and then syncing back up with it. 
Ilike to use those quick index-finger 
slides [bars 4 and 5] to emulate the 
phrasing of East Indian musicians. 

“There's no chord movement at all 
during the solo, so I’m just thinking 
*E Mixolydian' all the way, using 
specific notes in the scale at certain 
times to create tension and release. 
For instance, I might imagine the 
first chord to be E7sus4, or A/E, or 
D/E, so I'll emphasize the notes A, B, 
C, D and F at the beginning of the 
phrase. 111 then resolve the phrase 
by accentuating the chord tones of 
E major, E, Gf and B. I use target 
notes within my phrasing to create a 
harmonic sense, even though there are 
no chord changes. 

“But at the same time, I don't want 
to be thinking at all. I just want to listen 
and take advantage of the opportunities 
afforded to me by the sound of the track 
and the groove of the band.” 

To Satriani, it’s also essential to 
imagine oneself in the mind of the 
listener. “As guitar players, a lot of 
the stuff that we work on doesn’t 
interest ‘normal’ people that much,” he 
says. “There’s the mechanical side of 
playing, which is based on the notion 
of, I couldn't do this yesterday but now 
I сап do it today. But you have to get 
past that, because it’s not something 
that will endure on a recording. 

“I always told my students that 
you have to put practicing in a box: 
anything to do with scales and 
exercises is a separate thing from 
playing music. If it turns out that you 
wind up not practicing for three weeks 
because all you are doing is writing 
music, that’s okay. And if along the 
way you realize there’s a hole in your 
musicianship—a blank space when it 
comes to chords or keys or exercises— 
then make some time to fill that hole 
up with some stuff. But the music is 
always the key." (J 
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EVERY ROSE 


How to keep your Floyd Rose thorn-free 


Tlove the Floyd Rose-style vibrato on my 
guitar, but recently I've been having some 
trouble with it, including rust and parts 
seizing up. What do I need to know to keep 
my Floyd whammy in kick-ass condition? 

—Tom Lynne 
There’s no such thing as a maintenance- 
free vibrato. In fact, most components on 
an electric guitar need regular maintenance, 
even if that just means a wipe-down with a 
clean cloth, The biggest threat to your vibrato 
unit is you. The sweat from your hands can 
eat into the metal’s finish, and you will also 
wear out some parts just by using the vibrato. 
That means you'll have to inspect your 
vibrato regularly for any parts that need to be 
replaced. Take care of your guitar's vibrato 
and it will last for years. Here’s how: 
1. When you replace the strings on your guitar 
give the Floyd a helping hand by stretching 
the strings before you lock down the locking 
top nut. It makes a huge difference. 
B. Whenever you finish playing your guitar, 
give it a good going over with a clean, dry 
cloth. Pay particular attention to the vibrato. 
Wipe around the fine tuners, and make sure 
the saddles are sparkling, too, 
3. If your Floyd doesn’t stay in tune as it 
should, check its pivot points. If these parts 
are worn they should be replaced. 
4, If the fine tuners are difficult to turn, apply 
a small amount of light oil to the threads. 
Once they аге e to turn, unscrew them 
from the vibrato and apply a small amount 
of grease to the threads. 
5. Periodically check the s 
the vibrato for rust or crack 
are made of cast metal that can fracture, so 
always be gentle when restringing. Don't 
overtighten any parts. 


ing saddles on 
Some vibratos 


/ Wipe down your 
b Floyd after use to 
prevent rust. 
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SHORT STUFF 

Irecently put new pickups in my guitar. I 
thought I'd done a pretty good job, but I've 
been having problems ever since. Every 
now and then the sound just cuts out. If I 
shake the guitar, it comes back. Do I need 
to rewire the guitar again? -John Mail 
A wire inside the guitar's control cavity may 
be loose or making contact with something 
that it shouldn't be touching, causing the 
guitar to short out. We'll need to have a good 
look inside the cavity to figure this one out. 
Get your screwdriver. 
1. Plug your guitar into an amp and test the 
switch and controls. Wiggle the switch and 
turn the controls to check for problems. 
Shake the guitar lead's jack plug, too. 
8. Unplug you guitar and check its wiring. 
Are there any loose wires? Check for bad 
connections by gently pulling on each wire. 
3. Wrap any bare wires in electrical tape. 
Also make sure that no wires are trapped 
when you replace the scratchplate. 


STICKY SITUATION 

How do I stop my pedal cables from 
tripping me up onstage? They seemto get 
under my feet at any given opportunity. 

—S. Walker 

When you're onstage, tape down your cables 
with gaffer tape. The cost of a roll will save 
you a fortune in broken cables—and lost 
teeth. You can also use it to secure picks to 
your guitar or microphone stand. 


NO GUTS, NO GLORY 

I was jamming with my graridfather 
recently and he said he used to play 
a guitar that was fitted with "catgut" 
strings. He says they were made of actual 
animal innards! Is this true? —Bill Tall 
Your grandfather is quite right, Bill. Years 
ago people used animal intestines as a 
material for musical instrument strings 
for harps, violins and guitars. Mostly cows, 
goats, horses and sheep. Despite the name, 
no cats were used in the making of catgut. í 


Got a gear-related question ta ask Ed? Send it to dragonskin52@ 


hotmail.com. Visit ed-mitchell.com for more information. 


rhe Pedals That Make The Tone 


To get the tone of the songs below, use the pedals 
with level settings as shown, and chained in this order: 


"Race With Devil On Spanish Highway"- AI Di Meola 
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"Let It Rain"- Eric Clapton 
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Pedal settings by Paul Hanson, BOSS Product Specialist and 
author of the top-selling book “Shred Guitar” from Alfred Publishing. 


As heard on IRON MAIDEN (CAPITOL) 
Words and Music by Steven Harris Ж Transcribed by Jeff Perrin 


NOTE: Recording sounds 25 cents (an eighth tone) sharp of concert pitch. 
To play along, tune all strings slightly sharp. 


AS G Gsus4 С5 G D5 D C A5 A5 
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А | Intro (0:00, 2:15) 
Fast 4 = 200 (2nd time on Ist Intro only) All right 
N.C.(A5) if A twice (see bar 1) 
Gtr. 1 (elec, w/dist.) ) 
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iff A four times (see bar 1) 
Gtr. 2 plays Riff B four times (see bar 3) 
Bass 


5 Ваху Fig. 1 
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Won't you come into my room | wanna show уои all my wares 
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пт a 11 11 —EE—T—T 57 1 531 1—9—-8—85—5—8—8—6—5—6—Fs-9—— —5 
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OBOSS 


асе СЕП ЖЕЕ “IRON MAIDEN” 


| just want to see your blood | just want to stand and stare 
AS G 
Gtr. 1 plays Rhy. Fig. 1 three times simile (see bar 13) 
Gtr. 2 plays Rhy. Fig. la three times simile (see bar 13) 


Bass 
17 (repeat previous four bars) 4 
See the blood begin to flow as it falls upon the floor 
A5 G 
21 4 
2nd time, skip ahead to [E] 2nd Chorus 
3rd time, skip ahead to [B] 3rd Chorus 
Iron Maiden can't be fought Iron Maiden can't be sought 
A5 G 
Substitute Bass ЕШ 1 second and third 
25 times qm 
F—7—7—7—7T—71?—T1—7?—7?—kFR7—7—7—7—7—7?—7?—o0— -s—s—ss—ss——s——— s. 
LLL 12 LI 
Dj (0:38) 
N.C.(Am) (G5) 
Gtr. 2 plays Riff B four times (see bar 3) 
29 Gul е (repeat previous two bars) 2 
— 2 2—0—2—0 ا‎ 5 4 
> 0 7 5 = = 
р Bass substitutes Bass Fill 1 second time 
3 (see below) 


Bass plays Bass Fig. 1 (see bar 5) 


Е | 1st, 2nd and 4th Choruses (0:47, 1:34, 2:53) 
Oh well wherever wherever you are 
C5 G5 G 05 
33 Gtr. 3 (elec. w/dist.) 
Gu. 1 
Rhy. Fig. 2 end Rhy. Fig. 2 
E 0 3 0—3—1-31—0—0 3 3—131—3—3 E 
5 5—5 0 0 i-0-.—0—0 2 0—2—-21—2—2 2 0—2—1-21—2—90 
5 5—-5 5 5—-51—5—0 0 0—0—0—— 2 0—2—2)—2—0 
3 0—3—\-3- 5 5—-5/—5 0 0—0—-0/—0—0 
аш. 2 
Rhy. Fig. 2a end Rhy. Fig. 2a 
5 X—5 x 4 44 X—X—-7. х—7—[-7- X—Xx—L2 2-12 
5. 208 x 5 X—5-1-5 X—X—Lr-7. Х—7—-7Уу X—X—L-2 x—2— 2 x 
5 X—5—-5 X—X б X—0—-0 X 
Bass 
Bass Fig. 2 
z == = 
3 3—(3)—2—5 == 2—5—1-5 
7 { 3 y 3)—3 


Bass Fill 1 (0:46, 1:33, 2:52) 
(G5) 


EI 
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Iron Maiden's gonna get you no matter how far 
C G D A5 
Grr. ] plays Rhy. Fig. 2 twice (see bar 33) Gtr. 3 substitutes Fill 1 on 2nd Chorus 
Gtr. 2 plays Rhy. Fig. 2a twice (see bar 33) (see bar 36) 
Gir. 3 1 1 1 
== } + = 
8 5 8-8. 10 
10/ t 7. 107 10 12 
Bass M 
== 5 
T5 gs 
РОТ у | d 


See the blood flow watching it shed up above my head 
с а р А5 
Gtr. 3 substitutes Fill 2 on 2nd Chorus (see below) 
i 1 (hold bend) 
42. t sess A oc 
10 - 5+ 87-8 ——8 —8. 
1 i - 7- 10—10—10—10 
== 5—5—()—7 Шеше a ишег етт 5 
3 7—5 (3)—2—5 — 2—5—l-5 7: 7—5—0. 
3 3—(3)—3 سل‎ 
| | И | | أ للا‎ 
2nd time, skip ahead to [F] Ist time, go back to [B 
Iron Maiden wants you for dead 
c G D А5 
45 бтз € 
8 - 
110 = === =a 
t ae > 7 
Gtr. 1 
== o—o—}-3 9—3-+3\—9—9 3 3—+34—0— 0—0. == 
5 X—5- 54 0—0—41-0 0—40-1-0.—9—0 2 2—2-2]-9—9—9—-2 0—2-1-2 
5 X—5--5 5 5—-5]—0—0 0. 0—0—-07—0 2 0—2—L-2 
3 X—3—-3 5 5—-5 б 0—00. 0 
Gtr.2 PM.. 
5 х—5—|5 0 4 s—4— Lay X—x—}-7 X—7-+7 وه‎ 
5. X—5—-5 0 5 5-454 XLT X—1:—-7 0—0—31-24: 
5 5—65 0, 0—0 
Bass end Bass Fig. 2 
3 $—8)—2—85 E == 2—3—]-5 8— 1 8—8—3 50-3688 
لار(‎ | ЕЕ m EC سلا :للل‎ 
Fill 2 (146) 
(D5) (A5) (C5) 
Gir. 3 1 1 1 1 
T + + + == 
5 5 5 5—5 5—5 545 
= — (7) 7 707) 7 77- + 
B Ж 
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F | (1:50) G Interlude (1:52) 
dead Slower J = 140 
D5 N.C.(Am) (Dm) 
Gtr. 1 . 
49 ^ | š 
3Y 5 
$7 == == : 2—3—l0- 2-2) $ = 
(= ча 9:9] 
а ГЫ LI ИНАЛ НЕ Lu E=] 
Gu. 2 
ЛДОО iy Ses s I S А 
7 7 п 
i I 
- 7 7 
7] 7} 7} t t x 
X—x 
Bass 
rN 
Slate = چ‎ xs m — RI TTT 
& © OE 4 
) 
(Ат) (От) (Ат) 
Gtr. 1 plays Riff C three times (see bar 50) Gir. 3 (top note) 
Gir. 3 (top note) Gtr. 2 (middle note) 
1 1 Gus. 2 and 3 мЉаг 
52 E 1 E uM pee E pu : (play 3 times) 
18:7 —18(181—13—4812: 115-3 — 19 аар: 18—18 
- 14 ç Bt} 14 (8 : 
z 15: z 
LÁ لا‎ = J — LI = لا‎ 
Gtr, 2 (bottom note) Gtr. 1 (bottom note) 
(play 3 times) 
Bass ET ste BL. 
: == == — 2——3. 2 2—(2)—3—(3)-5* Ta 
wage 2-(2) —3——(3)-5 5 ) ) : T 
L H لا = لا‎ LÁ سا = الا‎ 
go back to [A] Intro 
N.C. D C 
би. 1 w/fdbk. (pitch E) 
55 бҥт? (play 3 times) (let ring into next three bars) 
: 3pz—z——z— 5. E 
1—1—1—1—1 5 54 
T—1—1—1—1 5 5 
= 
Bass (play 3 times) a " 
s— — حو‎ 5 є s е s = = al Аллей нен four bars) 
z —— < کڪ‎ 
H| 3rd Chorus (2:53) 
Oh well wherever wherever you are Iron Maiden's 
C5 G5 D5 A5 C5 
Gtr. 1 plays Rhy. Fig. 2 three and one half times simile (see bar 33) 
Gtr. 2 plays Rhy. Fig. 2a three and one half times simile (see bar 33) 
57 бїз 
- - 1513-15 (15) 


Bass plays Bass Fig. 2 (see bar 33) 
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gonna get уои no matter how far See the blood flow watching it shed 
G5 D5 A5 С5 G5 
w/bar 
1 Dam ا‎ 
2 -F~ --- ---- eee 
6 st ub ® бэ) 
ир above ту head Iron Maiden wants you for 
D5 A5 С5 G5 
fdbk. I 
7 PES — ER 
6 x—(X) 20— 1917 -20-19-17-20-19-17 (20) (20) 
£ i 
p — للا لا‎ 
pitch: Аў 3 3 
Ij Outro (3:09) 
Freely (d =144) 
dead Ow Ow 
D AS 
г. 1 
es ^ 
T ' 
3Y 
12) m 2 2 2 X—2-2- 
0. r2 2 2 2 X— 2-2 
o 0 0 0 0—0- 
Gtr, 2 (trem. strum) rN i р : 3 
7 fT 7 “410 10 10. 10. 10-10- 
7 E 7 9 9 9 9 دوو‎ 
7 7 7 m 7. 7 7 e E 
| 1-7 7 7 7 7-7- 
Bass (trem. pick) ^ > x Š ۹ 
5 5~ 5 5 1 ; 
p Ра E 5 5 5 5 
Freely Yeah yeah 
w/bar 
let ring .., let ring... ^ 
тз биз lo bees 1 1 1 1 
+ 2 } 17 t o * 99 ^ سے‎ 
== 20020) 7—20 201720 ;-2017 —17 —17—20 20— 20 20—20—120): 20/— 120 
* 197(19) 19-—19-—-19 19 19—119 19: 19 = 
T 
1 
Го 
Gtr. 1 (trem strum) OO í í í í í ______ wifdbk. 
2 =f 14 fia == 
2 2) 2 +14} {14 14 14 - 
2 24 2. 14, 14, 14 14 
0. 0. - 12 12/ 
pitch: А 
rN 
Gur, 2 (trem. strum) witdbk. Zen 
10 10ү fao 10 10 10 
L je | | ji | 
7 7 А97 097 ? 7 | 
f T 
pitch: E 
Bass 
(trem. pick) ^^ 
= 1214—1214 12—14 12 T 
7 14 14 12 10—— ] 
12—10—7 = - 
£ To f f Z f Z Ё [Г 
3 Е] 3 
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“RACE WITH DEVIL ON SPANISH HIGHWAY” ALD MEOLA 


Б As heard on ELEGANT GYPSY (COLUMBIA) 
Music by Al Di Meola * Transcribed by Jeff Perrin 


А | (0:00) 
Fast < = 170 


2 . ist. 
Girth (авс (second time) Rhy. Fig. 1 РМ.---------------- 


Bass end Bass Fig. 1 


Bass Fig. 1 : 

i E = t | == = ай сс 

: n = Е — xxl: TIED — 
ld Tretia tr. U LE Ld LEM Ld Ut 
* Notes in parenthesis played first time only. 
qo Bes end Riy Figo] Sesion inmenso ina mia eina iro sinis ipsc onere mm A icto andi й ннн 
s: - = — Е — a = - i 3-111214] 
с e 3 — b b کا‎ = 
Bass Fig. 

= £ —— t - + J= : y—31— 1— = + 114214] 


(widelay effect) 


— a i 


* Substitute note in parenthesis second time. 


E î 7 == 


Bass plays Bass Fig. 2 (see bar 9) 


[ i = t t 371271 
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eer 14:32:32 1114-42-14 14-42-14-14 2 =" FETEPR NAR S MASS‏ 1211141215121 14-12-11 ا 
L— i‏ 12-10-9-10-1 
+ £+ 
КР т) Re eed (w/delay effect)‏ 
ONG aura E ERE SA de Sn ie E mmo in s= dn ml dn meds wegen cay . lec. w/dist.) 224‏ 26 
TOT alga a pP S i i x : = т 11-10-9 =‏ 
em :‏ : = : 4424114 
Bass plays Bass Fig. 1 (see Бағ 1) Sa E‏ 
;2 
В | (1:05)‏ 
(w/half-time feel)‏ 
N.C.(Bm) (A) (F#m) (Bm) (A) (F#m)‏ 
PM.‏ 37 
E ==‏ — 9 
T—1—1‏ £9 9 
sm: "m ? WES]‏ 
esse z Y = = -‏ 2—65 4 
— = 
7 کے 4 р р | р b‏ 
(Bm) (А) (F#m) (Bm) (A) (F#m)‏ 
(volume lowered) Е E‏ * 35 
E TX == =F‏ £ 
9( 
b i р ч‏ ا р poap-‏ 
Roll back volume knob on guitar for ?‏ * 
lowered volume and clean tone.‏ 
Bass Fig. 3 end Bass Fig. 3‏ 
(w/chorus effect) _‏ 
=j‏ 3—09 245 
وور a‏ 4 —- 
sn 4 0‏ ] 
pop p а;‏ 7 7 


(Bm) (А) (F#m) (Bm) (A) (F#m) (Bm) (A (Fm) 


Gtr. 1 (volume up) w/fdbk. 
9 


[— و77‎ 10—10 — 
i + $— —6 


Bass plays Bass Fig. 3 six times (see bar 35) 


(Bm) (A) (F#m) (Bm) (A) (F#m) 
a. оралара аа Е РА 
10 Qc — Lege go = == т —ФФ———10—[Чо+ zu 


p p рр p p 


(Bm) (А) (F#m) (Bm) (А) (Ейт) (Вт) 


/fdbk. 


6—9 10—107 === == 


pitch FË 
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(Bm) (А) (FËm) (Bm) (А) (F#m) 
Sg De u ===" З 9 910—9 reo 
10 2 و‎ ii 10 TK9- 9- t 76 > am 
ü р |^ ا‎ ? 
او ےا‎ 
с PM (А) (FËm) (Bm) (A) (F#m) 
tr. 
BÜR- |S > See AG vm e vut NOI SRR OR ONS UNS AO S = 
6——7—~6_ ©: +E = Z= @ Te 
pcd = — | = = 
— 
ШУ, m end Bass Fig. 4 
4 2—07 = = E 
REEL ڪڪ چ‎ 
р р рр | р b 
(Bm) (A) (F#m) (Bm) (A) (Ейт) 
Gtr. 1 
67 = === = P = 
= = = —— = = = == = =рг= == 
| | 
Bass plays Bass Fig. 4 (see bar 63) ? ? 
(end half-time feel) 
(Вт) (A) (FËm) (Bm) (A) (F#m) 
n $ P.M. Р.М. - ИК елер. P.M. Р.М. у PNE Sosa з 
ЕЕРЕЕ ане === = 
= “Буе. T aci —9-10—9—1-7::— 5-48 =e Lg 
7 b 5 б ү $ j 1 9-10—9 ? bT b ji 6 8—9-10- T j иш 
Bass EN E 
4- 2—27 4- 2—0 -—-— - 
4 J 4—4 = 
x р р " LJ 
C| (2:06) 1,2. 3. 
(= = 180) 
(F#m) 
Gtr. 1 
RIG SIIB quete Saas a aer 
75 MO елан asp Ирана POE РЕЧ ukana ОР see de РЕНИН 
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Gtr. 1 plays Rhy. Fig. 2 (see bar 75) 
ass 


78 Е _ o ñ 
: = a — == = = = 
0— ? X- 1 3 2 X 2 _ ? 2 ° - 2 b ф 
N.C. 
Gtr. 1 *(volume lowered) 

P.M. 

80 

= — — - — - - =a 5 = К == - ез H E = d 
= 10—9——1— @ - - 
T 10 T r- — T: 10 7 m 
[e er eT BRL т me cx 
Ec. sd qb do Шу] ا‎ ЖИ TERT | 
* Roll back volume knob оп guitar for 
lowered volume and clean tone 

Bass 

Bass Fig. 5 end Bass Fig. 5 
— — 5 22-8 — — А 

3— 4— 8—4— 3 — —— 2 ggg š 
ЕЭ j рл а d 
' | ال‎ I Оа. 


Gtr. 1 substitutes Fill 1 third time, 
see below 


(play 5 times) 


wa a a нй ss a | | 


3 £ i 3 | L 3 
Bass plays Bass Fig. 5 (see bar 80) 


D st Guitar Solo (2:48) 


Gtr. 1 
Rhy. Fig. 3 


88 "M. 


i end Rhy. Fig. 3 
Gtr. 1 
** w/delay effect for two bars. 
Bass 
Bass Fig. 6 . — end Bass Fig. 6 
_ ——p12—11———9— = س‎ 
9 11 12—11—9 id) 9—11 12—11—9 1— 
I aa] z = = н i a = 
Ee al | EE! 
i P yox " e mm Л i " TM 4 Й 
Gtr. 2 ©? 1 plays Rhy. Fig. 3 three times simile (кее bar 88) 
а? ds d4— — rT 14 —6—14— 
= 17—17-15-14-14-15-17— —17—15—14—15—17 


= —— ا لے‎ CLS 
is Fig. 6 three times simile (see bar 88) 3 3 


96 
14—1 14; 17-15-14-17-15-14 15-14 -17-15-14 19-1 
1715141415 1709 q T5 T 17- 17-15 d 17-15-14-17-]-15-14-12-15 E 17-15-14 8-19-18-15-] 
— =———— == DLL LL = E =—— _ 
6 


Fill 1 (2:36) 
Gtr. 1 
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99 
17—15—14 15—14—12—15—14—12 14—12 12 
[^14 17—13—13—Р— | 15 15—14 15151218—1—12— 4 Xo = 
I | 
I 
———— к-— = سے‎ — к—— e—a] 
Gtr. 2 
= 
101 ا‎ à | т. 
181a 15-12714-15-12- 2 1 18- "ir Mas +38 21 
13213234 512 1 1112714 1616714 (7 171814 14:1617-17-19-19 = 
== = === = = = — O — CL, 
3 tr. 
Bass substitutes Bass Fill 1° 
E (3:10) 
4-112 
(on repeat, grad. accel. to d- 124) 
Gtr. 1 
104 (volume lowered) AAA 
= 9- T To 7 9 = 10410 Tp 7 | 
— ша 10 iam am 9 101-10-10 
р ? LJ ? ? | 
Bass "n " 
4:— RF, 2—27 2—4—4 — 4 5—(5)—7— 212) 2 
E es эша йш. ЖЫЗ = T "s 2—4—5 (E 5 pare 
PEPER ? И PO m T p ? РОГІ 
үз. mw 1 E NUN NN 
Gtr. 2 
110 3 10-9-10—12 2 dp 
—— — ——jqT— 10-9-10—12-127—10-9 10-9—10-12-62/—10-9—10—, 
= 
Ба =i = | 
= s — 2 = = لسا‎ 
Bass plays Bass Fig. 5 twice simile (see bar 80) 
F (3:50) 
NS (A5) (G5) (F#5) (A5) (B5) (А5) (G5) (F#5) (A5) 
tr. 
118 = = -10—9—10— 12 12/—10—9—10 10-9—10-12i2/—10—9—10 
i = t 
Bass, 2 
ڪڪ جڪ ڪڪ‎ 
t ti лл. жш 
(B5) (А5) (G5) (F#5) (A5) (B5) (А5) (G5) (F#5) Cat ring next ро hars 
ЗББ EPER EREE چ‎ APA ی‎ руну УУУУ УУ УУУ NRI 
1 
122 — E. £A ay 
adds کے‎ 19-12-/—10-9—10— 7127147 (13) O 
— 2 = = — = 


2 


—j— = =p 
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(grad. accel. to = 176) 


1 2—0- j 2—4 و ووم‎ j š i 0—3 2 ? i 1 үз 3 2 j 1 2 0—3. ? 0—3 i 
(5 = 176) 
N.C.(F#5) 


С̧ | (4:15) 


Gtr. 1 plays Rhy. Fig. 4 eight times (see Бағ 130) 
Gtr. 2 


Bass Fig. 7 


10712-—42 <125=—7. (7 77 


rt‏ و 


— سے‎ 
Bass plays Bass Fig. 7 seven times (see bar 132) 


wifdbk, 


145 


151 


Bass plays Bass Fill 3 first time only. 


Bass Fill 2 (4:41) Bass Fill 3 (4:47) 


E- | W ЕЕЕ: 
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ШШЕ < = 
ا‎ — 11 - -11—12—11—14—12—11 11 —— 
14—12—11—12—14—|—14—12—11—12— uuo [ята i 14—12—| 1412111214 _} 
= i | a ER 


11—12—11—14—12—11 


12—14 


9- 


—12—10—9 9 


| 12—10: 12—10 j 


Беш. 


12—10 j 10—12—1—12—10 9 


10—12 -12—10— 
——— 


" = ا‎ — 41—42—34— 12 14 = je غ‎ 
14—12—11—12—14- == — | | | — — 
I| (5:07) 
Gtr. | 1 
167 __ N [me E = 
: 2 14 156517 | dz-d77— 15- — — Е Жерен == 
SS зас 2—7 HH 
? ? | L жї 
Bass ° p Я 
Hp 11—119 z— = E 
Бено m E = — 7— 
р р RS 
1,2 В. 
ат. 2 
(grad. accel. to 4 = 190) =. و‎ 
173 i | | | 
= == == 
ڪڪ‎ = 1—1. 
- = = Е 
| Бш. = 
Bass Fig. 8 ж "m end Bass Fig. 8 
т = d v аз > mp JY 4 
— — © 2 T8 
G SS үчү 2 @— + — = = = 
PL Р | 
J| 2nd Guitar Solo (5:31) 
Gtr. 2 
178 _ hec FAL ины Ай шаа ыгал ibtd _ “ “ 
79—07: to 9 —7 s пг: трат @ 1 G E 
sa | zx] = [i = — 
= | | 
А 3 i i a | 


Bass plays Bass Fig. 8 (see bar 173) 
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Bass 
Bass Fig. 9 А N А 
2 : === : = 
3—3: 2: 0- 0 x 0 2 
Й | i Й CT Li 
186 ~ کے‎ 
ар 9. 10-10712—10 9: [10—12-1214—44»—12— 10 14—17 
لا‎ — 
L n وا‎ d Я j uL | ; d 
end Bass Fig. 9 
Gtr. 2 
190 a: А 
— xa n 15- — 9 —14— 14— 
[17—15 14—15—17 im 17—15—14—17—15— 4 7-15-14-15-17—|—17-15-14—15-17—]—17-] 
3 3 3 3 j 
Bass plays Bass Fig. 9 w/ad lib. variation through fade out (see bar 182) ` 
Q мй ү 1 1415:14-17:15-14———14—— = - 
[— 15 141517 171514-15-17-1—17.1514 1517 = 17-15-}-17:15-14-15-15-14 zd 1514-17-15 
р — = | mE 151519716114 14 16-44-46-16 
ss Zi ESE зай» tees EE + —16-14-16—[—-16-14- 
=== کے‎ — == = = == 
196 
`”14——————————-14-15-14-18-15-14 — - 
17-15-14-15-17 TE ui = 
s Es 16—1 
Ei 16 ы 17—16—17 
——R = —— n | l | i | | 
200 „ТҮГЕ [— —- - 1445 
А ғ 14—F15—14—12-12-14-(14>12: 12-€12)14—15- 
16-14 p ai ANA 16 = + 14—11 2-11 11—12—14 11—12—14- = 
= : = —H талаа 112 
ЖРЕТ Е сн a اا‎ АН дя а ا ا‎ CEG EE Ед 
= da 


* (fade out) 
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< 
г PRE TABS 
(сй 


As heard on COWBOYS FROM HELL (EASTWEST) 
Words and Music by Vincent Abbott, Darrell Abbott, Rex Brown and Philip Anselmo * Transcribed by Alex Houton 


Recording sounds approximately one quarter step below concert pitch. To play along, tune all strings slightly flat. 


G5 G#5 Bb5 A5 FHS F5 Em A/C# D Bb A G C 
АЗАК о xxx, хххх Se ES کے‎ Оох کی‎ × Xxxx хххх х 


fr oi € Sf qi mE =] 
+ E Le rs Ë: 


14 14 14 14 14 12 311 431 21 21 21 32 


Intro (0:00) 
Moderately 4-16 


N.C.(E5) 
Gtr. | (elec. wh 


apa (play 3 times) 


X*—X*-—X-—0 0 


0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 


* Sped-up tape effect; simulate by picking muted string while quickly sliding fret hand down neck. 


Gtr. 1 plays Riff A four times (see bar 1) Gir. 3 plays Fill 1 (see below) 
Gir. 2 (elec. w/dist.) 


RF Ba mm 8 
2 М чорай у ` ч 
E 12 12 13 12 157512 = 12 12 13—12 == 
12 —15 —12 |8518 Sis 1—15 ——15 — 1—15 +—15 ——34 12 —15 —12 —15 SES = = = -12 —— 
=— LI | 
Сиз. 2 and 3 


РМ. (repeat previous bar) Bussa 


4 m T 
Ë == === === = Esmee 


0 0 0 
—3-0-3-+—3-+—3-+ 3-+ 3-+ + 1—9—3—0—3 -1—3 4—3 3—0 
Bass 
w/pick 
Bass Fig. 1 end Bass Fig. 1 


і i 
03030 کے او واوو‎ | Z E =e 
E 


Fill 1 (0:14) 
Gir. 3 (elec. w/dist.) 


Bass Fill 1 (0:48, 1:43) 


(E5) 


s= 
== sa Е а аар 


ڪڪ ڪڪ ڪڪ ڪڪ EE‏ 
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The Pedals That 
“COWBOYS FROM HELL” Make The Tone 


www.BossUS.com tone 


Verses (0:50, 1:45) 


1. Under the lights where we stand — tall 
gonna take whats ours to have 

(2) pillage the village trash the scene but 
out of the darkness and into the light 
N.C.(E5) 

11 BMC араара m m m mm las 4 PM. + PM. | B 
—— =< E | —— = а 

0—0 L 0 — 0—0—0 


0 0 0 0 و 0 аа‏ ا و 0— —0—0 


Substitute Bass Fill I second time (see previous page) 


RD IE EE PETENS Е; 
0 —0 3 0 + 0 3 0—3 100—0 CA 0 Я o o0 0 0-0-00 
ج اس‎ [— — — M — ss 
nobody touches us at all Showdown shootout 
Spreadtheword throughout the land They say bad guys wear black 
better not take it ош on me "cause a ghost town is found 
Sparks fl everywhere in sight from my double-barrel twelve-gauge 
13 PM-------------.---------22--2-- 4 ^  —— ——— a — n M A E 
$1— 3 Ya | —— — — | 
0—0 ——0 0 —o — ++ 0—0 0 — —0 — —o0 0 0—0 —0 —0 
— =— === = — =— SS Ee 
0 | | 
ooo YoY —— fo et oo o-oo 0 000 
ЕЕ — ER — === — m 
Spread fear within without | said we're 
Were tagged and can't tum back 25 
where your city used "EM So You see us comin’ and you 
Cant — lock me in your cage G5 G#5 
6. EL ee 4 PM. + PM. т PMc аз BM = aia PM. 4 P.M. 
] 
$ CA + ó -1—0 0-1—0 | 5 5 5 6 6: 
0—0 0 0 j—3 —3 ++ 3—1 3—3 —3 —3 —3 —3 —3 —3 —3 —3 —3 —4—4—4 
— h — == = ni Aa—Ó—  — — 38 


3 
Substitute Bass Fill 2 first and third times (see bar 11) 


ee == .:F:. 
= = == = E LI LE Ll М 


3 3 
all together run for cover We're taking over this town 
G5 Bb5 A5 G#5 N.C.(E5) 
17 PM.. — 4 P.M... 4 DE ИЕНЕН be PEE EE DI RR OE tag d RR cw ren S b stn se pd i oe Dii 4 
= a, gg t 
[L—3-3-3-3-3-3-3-3-3-8* d - u СА 1-297528 


1—0 353/79 3/9 39 3 Cm ueram оф 
—3 -3 —3 -3 —3 -3 -3 -3 —3 + 1—4 0-0 0 0 0 0 0-0 -0-0 0-0 0 0 0-+——3 -0 
= 
1st and 2nd Choruses (1:16, 2:10) 
Here we come reach for your gun and you better listen well my friend You see 
Deed is done again weve won Ain't talkin’ по tall tales friend 'cause 
N.C.(E5) 
Сиз. 2 and 3 
20 КОБ in: reais sepa NE eect ea coe NEN eR el hate ae ч 


e Z 
بل ل‎ == = 


Bass plays Bass Fig. 1 twice (see bar 4) 
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OBOSS 


www. BossUS. com 


2nd time on 2nd Chorus, skip ahead to [D] 


“COWBOYS FROM HELL” 


it's been slow down below Aimed at you we'rethe cowboys from hell 
high noon your doom Comin for you we'rethe cowboys from hell 
22 ВМ yee шыша picis a 
zZ- 2 2 
0—3—90—3—1—3—9—3—L—0—3—3 : = 
ЕЕЕ پل پلک‎ 
Gtr. 2 Gus. 2 and 3 Split 
24 E AE Sa ans sell hot dri bee sat ae E! NB ecu aide ph rii Sa IRE Mirta Sae Ct ad 4 
0 
SoS VE == 
6212520 EPEE | 
кал = ERG 
پپپ‎ — == z 


2nd time, go back to [B] 2nd Verse [р] (2:25) 


(2nd time) 2. Oh 


Comin' for you we're the cowboys from 


26° Piet ciao etidm 4 E eee, 5 PM. PM. Rhea rana Ы G5 F#5 F5 
T 0 - 2—2 s 
1 > === 
= == === = 
Substitute Bass Fill 1 second time (see Ist page) 
T n I 
a s 0—0 
90-0 3/—03/—0 3/—0-3—3—3-3-1—1—14 | 0-3-0-34—3 +3 Y gza 
- == == == L5 
[E] Guitar Solo (227) b 
hell 
Em ü ACH D Bb A G 
P.H. 
29 Gu. 1 Anan DAR PM. on O -a 
==== = 15 —15 —15 —15 -(15) — (18) —] 
PETTIJII шш = E 
I— v в —8 —(C8) SD) (14) 4-1 14 14 f 
5-7 p (7) 74—73 ] i } | 
1 | ا‎ | | === EJ | 
Gtrs. 2 and 3 pitch: F 
Rhy. Fig. 1 
P.M. E] EM 4 Р.М. 4 P.M._ 4 
= =н == 
0 0 0 0 2 2\ 2 
2 2 2 2 2 2] 4 te 
00 3 3 3 3 3 3 4—4 4 4 5 5 5 rH 4 š 
لا‎ | E m um y C 
Bass 
Bass Fig. 2 
RETE RE ET | з—з—з—з—з—з—з—з—[—4—4—4—4—4—а4—4—4—[—5—5 کات‎ I 
E qae Б LEJ LI ES 
1% 
зз Em C PE "e 
1112151211 15 11 12 15 12 11 15 11 15 
11 12 15 11 12 15 
11 12 15 11 12 15 
11 12 15 11 12 15 
I—— tisay 12 15 
—11 12 15 11 12 15 424—4 
[——— مھ‎ e جڪ‎ 
3 3 3 3 3 3 E: 2 3 3 3 3 4 
P.M. Р.М. 
E: === 
E 
2 2 x 3 3 
0 0 oF Lx | 
kaa Ї Е 
[7] Сл Cı | Г 3 [7] 3 Cı 3 43 
5 т 5 9 Ü 7 | Шарл “E| 
اخ جا 1 ا ل سا اا‎ 
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“COWBOYS FROM HELL’ 


e Pedals That 
Make The Tone 


www. BossUS. со tone 


ACH D Bb A G 
35 کي‎ у os ‚зы umm —y 
2—12 14 171412 12 1214171412 —1214171412 —1214171412 —,——412 151915121520 15121512 
| 20 -15121512 — 
= 2015121512 ==] 
y 20 
T 
O EL = EH = == Ak Like Ak 
لوا 3 3 لوا‎ Cga 3 توا‎ £ 3 
end Rhy. Fig. 1 
2—72}: 2 2) 
[7] D [7] 
22 4 4 
— ta] u 5 Е) 15: 4 2 
р ] V h 8 5 3 
| me 
end Bass Fig. 2° 
а у анна: 4—9 = و‎ = 
Em C ACR 
биз. 2 and З repeat Rhy. Fig. 1 (see bar 29) um i 
g7 Or. 4 ДАЛАА ОМА, چ‎ is ша a 
= 15^(15) (15) 15'— (15) —8 
== азыт. 15 15 —{15) (15) - 0509 09 
[—(20) 12 -12 -14 419 Л — 14 143 7 | 
| 
== | === [— a E LL 
Bass repeats Bass Fig. 2 (see bar 29) 
D Bb A G Em 
1⁄4 
4 Planes 
——— 18 ——18 ——18~(18) (18) 
17 17 17 12 12 12 12 
= 7—14 15 44 Ë 44 45 4—15 14 12 14 15 T —15 14 12 14 15 4 —15 14 12 14 45 | 
| | 
ka کڪ‎ ——. 
3 Fi 3 3 3 3 3 3 
C ACH D Bb A G 
и 
42 4 1 1 l L1 Meta 
- 147(14) —12 -14 —712 -15 —12 44 —}12 AD L 15 19 —20 —21 
12 1 15509 15 + 15 154731 (14) 12 j == 1 
12 == Ета — 12.16 1—16(16y19 |—20 |—21 1—22 
12 14 -(14) 
к= L3 С 1 للا‎ == LI ===) 
Interlude (3:00, 3:45) 
N.C.(E5) 
Gtr. 1 plays Fill 2 first time (see below) 2nd time on 2nd Interlude, skip ahead to [н] Outro 
Gtrs. 2 and 3 
45 Р.М, - Р.М. 1 Pau P.M., Р.М. P.M., ant PPS EM, P.M., PM. m: AN PM... 
ү X 
D L + + 
s 57(5) (5) TOO 545)(5) —12 12 
EEE: ҮТЕ ЕЛЕ Pee REA 7- 7-5 h 
Е س‎ = = BÉ L= 
pitch: D pitch: C# 
Bass “SA 
t 
LP ooi -0-0 7-0-0 0-0 da Terra yelp pl reer | 
ES E— ERE L= I = 
Fill 2 (3:00) 
Gtr. 1 ان‎ 
(widelay J^ 7 7 
22 22) 
FT 
— 
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“COWBOYS FROM HELL” 


1. pee 
ai OE ————— — کے‎ 
17 -15 15-14 14—12 12-10 10-9 
17 15 14 12 10 
14—12 12—11 119 9-7 7—6 
14 12 11 9 T— 
Е ——— — — [a -j س‎ = 
у ore LEES ч м. Г ЖӨБ Z7 
14 -12 1211 11—9 9 7 76 7 14—12 12—11 11—9 9—7 7 >—6 
14 12 11 9 7 F 14 12 11+ 9 4 
| 
Gtr. 2 plays Riff В (see bar 2) 
Gtr. 3 
50^^^ * 
ڪڪ‎ | 
£ X: 7 = = - 
13 12 = 
| 15 12(12) 
Big “slide fret hand up neck without pressing down on strings | 


0 B t E T E 0 c t E P+ 


3rd Chorus (3:24) 


Here ме come reach for your gun and you better listen well my friend You see 
Deed is done again we've won Ain't talkin’ no tall tales ' friend ‘cause 
N.C.(E5) 
Gtrs. 2 and 3 
84 РМ-------------------------------------------- ` 


Bass plays Bass Fig. 1 twice (see bar 4) 


its been slow down below Aimed at you we're the cowboys from hell 
high noon your doom Comin’ for you we're the cowboys from hell 
56 s nn - 
c —{ Пп 
0—3 —0 —3 ô 3 Ы 310—358 = a 
c بل‎ АЕ 
go back to [F] Interlude 
Step aside for the cowboys from hell 
Gtrs. 2 and 3 
B8; PSE RES A 3 BIN Spe IE pecie еа аьа 4 
2 2 2 
== SS Se 
Bass 


Uh 
б-ны жЕ qk w csc EI EAEE i Dae beh аНЫ OE 4 
60 ~ XT м. „= же. nen РМ, ы eee eee 4 РМ. 
17 -15 15-14 1412 127-10 107-9 
17 15 14 12 10 
Cı Cı 
0—0 —0 —0 z 0 3وو‎ 
т, a ` PH P aes ane." 2 
14-92 Set ی و‎ ату ДЫ С = 
= E * 0—1—0 ] 
0 —0 —0 —0 — —0) +—3 3—0 
— —— DL LLL Lm —I = — —_ 
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tone 


“IN ONE EAR” CAG 


As heard on CAGE THE ELEPHAN' 


zi A B F#5 A B Fits A5 B5 
X x x x х xx xx хх, = х fesse] 
anan 96 Sfr Tfr 
11 TTT Be LI 
134211 lll 1444 134 1342 1342 134 1 144 
А | Intro (0:00) iiis 
Moderately J =84 (42722) 
Fe A B zi A B 
Gtr. 1 (elec. w/overdrive) RUSE TENERENT РЕГЕН SIGUE NE LR ЧОЕ 
IT { А = 
—= = = 
[B 7 = 
Gtr, 2 (elec. w/dist.) RHys Bs La E і 
Е === 
E = — ———i 11—11 m 
{ SESI ES SSE = 
Bass 
H£ = و7‎ E Q وو‎ р т] 
: # р | | — v1 | ل‎ 
xi A B iz A B 
Gtr. 1 plays Rhy. Fig. 1 twice simile (see bar 3) 
Gtr.2 1⁄2 ТИЛЕ " Bo PPN OPPP: 
i PEEL let ring ~, E ss 
= 5—1—«9]——1——1—0—5 5 5—5 7——1—1—1 «9—5 
5——7—7 — 7—5 7 7—5 7—5 
IB —— — —— — — a سے‎ 
3 3 3 
Bass _ 
9—9——9—9 9 9 9 9 7 |9 9 9 9 9—9 9 9 
Se ————— 
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OBOSS 


www.BossUS. com “IN ONE EAR” 


B] (0:15, 1:00) 
Fis A Fits A F#5 А B A 
1 (hold bend) 
TN TE EE EE 1 (hold bend) 
5 = s—7—@-7—7—7—7?—7?—7-— s 5 
5 7 5—7 — 7518 7——5—7 
am — I 
Gtr. 1 3 3 3 6 3 
ЖЕ Келисе ры рабы ы сознании данына ра Анала д к йыры ртт 


Ва: 


1. They say that 


2. Now | 
FHS A FHS A FHS A B A 
Ч 9 1 plays Rhy. Fig. 2 (see bar 6) NUTS А 
ы. A ae -- 
— —8— T—*n—1—1—1—1 15 mi =: — = P =з 
— 5—7: - = کس -7——]——1—5 5 ا‎ 
[E — = =I = 
[с === > =. — — = === 
Bass repeats Bass Fig. 1 (see bar 6) — 3 3 1 a 
С | Verses (0:27, 1:12, 2:45) 
аме ain't got the style We ain't got the class We ain't got the tunes that's gonna put uson the тар and I'ma 
justa stupid kid another crazy radical Rock and roll isdead | probably should have stayed in school Another 
(know I'm not a saint I've been a sinner all my life 1 ain't tryin’ to hidemy flaws I'd rather keep them in the light They want to 
devil is my pal I do a lot of drugs the crowd will only like me if they're really fuckin' drunk They 
(3)moral to the story we don'tdo it for the glory we don't do it for the money we don't do it for the fame So all the 
Fits i A F#5 B F#5 A B A 


Gtr. 1 
по Ry. Fig. 3 


SI‏ ڪڪ چ ڪڪ 
ымы a —— = [m‏ —— 


Bass plays Bass Fig. 1 twice (see bar 6) 


phony in disguise tryin' to таке the radio I'm an antisocial anarchist | soundlikesoandso They say I'm 
Generation X who somehow slipped up through the cracks Oh they'd love to see me fall but I'm already on my back So it goes 
criticize scrutinize cast another stone burn me at the stake and sit and watch it from their throne They say the 
think they know my thoughts but they don't know the least If they'd listen to the words they'd find the message tucked beneath But it goes 
critics who despise us go ahead and criticize us It's your tyranny that drives — usaddsthe fire to our flames And it goes 
Fits A Fits B Fits A B A 

Gtr. 1 repeats Rhy. Fig. 3 simile (see bar 10) 

Gtr. 2 
12 IM " PME E: q (omit repeat on 3rd Verse) 


тиу jeg p; 31 аш. eg ES m i 53 Ке 
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The Pedals That 
“INONE EAR” Make The ` one 


but you know I never bother It goes 


D Chorus (0:49, 1:35, 2:56) 
in one ear and right ош the other People talkin' shit 
(2nd time) even _ though they never 
Fits A5 B5 Fits A5 B5 
Gtr. 2 plays Rhy. Fig. 1a four times simile (see bar 3) 
Gir. 1 
14 Rhy. Fig. 4 --------------------------------------------- ı (repeat previous bar) 
+ a 3 2 4 i 1 = 
= i 2 = i = = == == 
Bass = {с EO PEIN IEAS uu eat aS A T AEE 
Ist time, go back to [B 
3rd time, skip ahead to [I] Outro Chorus 
in one ear and right out the other People talkin’ shit They can kissthe back of my hand 
(3rd time) I'm only playin' music ‘cause you know | fuckin' love it It goes 
ag F#5 A5 B5 Fils A5 B5 
— ——— 1 
A - = - 
|... Substitute Bass Fill 1 on 3rd Chorus (see bar 15) 
— = : —— 2 | 
1 ? 2 ° 7 р — rie 1 ? 1 1 т 1 1 1 1 
Е (1:46) 
FË5 A F#5 A F#5 A B A 
Gtr. 1 plays Rhy. Fig. 2 twice (see bar 6) 
at: 2 1. (hold bend) 
18. 5 = 71—1—1—1—Í np e 5— 12—14—12—14—12— digi 
7—5—7 I—1——r- - ———— 1—§—1 12-14 
== E |__| لا‎ СЕ анас 
Bass plays Bass Fig. 1 twice (вее bar 6) : 
F5 A F#5 A B A 
Gtr.2 ке 
20, 5 $—5 5 f м =! + p 
—7 5—7 = 7—5 7—5—7 = 


= u | سسس‎ — _ — — 


س چ ج ت 


F | Interlude (1:58) 


wloverdubbed fdbk. (pitch: F) 


22 let @ ring throughout 
0-2 2 
* ЕЕЕ 40946 4 £ —41->-4%. š $ 
[-3 9 9 X 
шш Ld 


CCE ELS EEL 
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Se “IN ONE EAR” 


G| (2:09) 
4 You hear that you hear what's coming oh you'd better run for the hills 
(F#5) 
Gtr. 1 plays Riff A simile (see bar 22) 
Gtr. 2 
26 ЖАК we asa S C EROR 
ГОК Еу cs 
Bass 
9 9 9 9 9 9 


‘cause we're coming to your town and we're gonna burn that motherfucker down 
1/2 (hold bend) 


== === HF-EHpS і 4—;—4—4—4—4—4—4—4—4—4—4—dy 


TER‏ $— —9— و ووو 


[H] Guitar Solo (2:20) 


Ah 
F#5 A Б А F#5 A В А F#5 А FRE A 
Gtr. 1 plays Rhy. Fig. 2 four times simile (see bar 6) 

Gtr.2 шщ 1 (hold bend) —_ 12 1 

0 t ов = 1 Еа А 

[EH г тву) 2—4—4-4—4—4—4—4—4-4-2 4 2 i3 2—4—4 e 4—4] 4^2 2 = z 


L J Ш + <a previous beat‏ === لے L‏ = == == = === لا 
3 3 
Bass plays Bass Fig. 1 four times (see bar 6)‏ 


FAS AB A Fils A FHS A Fis A B A 
Жал ر کی و و‎ 
33 ме سس‎ К ГА т f © á 1 1 
: [2m 13-41-12 7152—10—1—12—1—1—1—19—0—19 1278 
ZZ 2—4-—2 ZO 
go back to [C] 3rd Verse 
3. Here's the 
Fits A Fits A FÉ5 A B 
1 1 1 1 1 
36 — жейли 1 t E eerie 
L- J J + 14 14 
16 mm 16—14— 312—314 15^ as ia 16— 14+ 4116—18 16218 onn dr 10 X 
Ij (3:07) m [2. 
in опе ear and right out the other People talkin' shit but youknow І never bother it goes 
in опе ear and right out the other People talkin’ shit They can kiss the back of my hand 
Fits A B Fits A B Fits A5 АВ F#5 


сб!” 1 plays Rhy. Fig. 4 four times (see bar 14) 
r. 


FEN: 


Bass 


Gtrs. 1 and 2 


ru ÑH AC 
ae ЕКШЕ О НЕ ee =i 
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aqals That Make The Tone 
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As heard on ERIC CLAPTON (METRO 
Words and Music by Eric Clapton and Bonnie Bramlett * Transcribed by Dave Whitehill Ж Bass transcribed by Matt Scharfglass 


D Am C G F#m F#m/E# F#m/E F#m/D# B7 A 
xxo хоо хоо хое xx xx xx FEET xox 
m + RE 1 TI Es RR 
EH Tu 32 1 $ 4 rear “Sr POE 1333 213 12 4 T 
А | Intro (0:00) 
N.C.(A) (G/A) (A) 
*Gurs. 1 (top note), 2 (middle note) and 3 (bottom note) hA. RRR ib Sen 
1 ЕА. Eee GRRE RRA Dr rg A лл —. "LOS 
3— 8) == =~. 243 3 3—> 5 5): 
FF 3-5 5 5 5 32 3) 3—8. 5): 
4/6 6 6—4——6—6/7. al 4): ^ 7 7. 12—6—4— 6 Q 
547. 7 7—5——7—т7*9- 5 5 79 9 957—5, 
B 
*elecs, widist. 
**slight vibrato throughout 
Ё Bass aaa, Bass Fig. 1 "E 
9: 2 12-44-44———— = = = => > = 12-14-14—] 
[B 512) 12) 
к= — = لڪ‎ 
1. The 
(G/A) (A) 
5 an е — у 2775 * 
3 в) حح‎ 3 3 3—2 5 5—3 == 
378 8 8—4— rer i 7 7 769—8 8)—4 2 
|— 5+7: 7 7 $ 71—749 51—457 7+9 9 9——7——5 б 
*hold through- 
end Bass Fig. 1 4-4 -— out next bar 
2 = 1 127 0—2 
=—_ = L 
В |Уегзе (0:16, 0:47, 1:53) 
гаїп is falling through the mist of sorrow that ‘surrounded me The 
(2.) life was like a desert flower burning in the sun Until 
(3) Now 1 know the secret there is nothing that I lack 
D Am C G D 
*Gtrs. 4 (acous.) and 5 (elec. w/overdrive) 
play simile on repeats 
2 aa 6— fo 6- F'o1—o—o0 0. 0 3—3 2— 24 2 2—2—2—2 
NE 31-3 1 1 1 11-1—1 1 1 0—0 3—13 3 3—3—3—3 
2 21—2 2—]-2 2 24—2—2——0—41-0- 0 0—0. 212 2 2— 2—2—2 
LAO 01—0 2—1-2 2 24—2— 2——0—1-2 2 0—0 0—0. 0 0—0—0—6 
0—0 0. 0/—0—0—2—1-3 3 X—X 
| 1 3—3 
р р тоў mmm 
Bass 
play simile on repeats 
2 2 = 
—s 5 — 0— 5— 5— 3— V n. 0 0—2-0-2—1-3 2—0—,—2—4—5— 85-5 


*composite arrangement 


sun could never thaw away the bliss that lays around me Š 
I found the way to love it's harder said than done Let it rain 
f | give my love to you you'll surely give it back 
D Am C G D 
13 zT "mS 
2 2 2—2 o— to} 0. ووو‎ 0 0 3—3—3——Ë— 2 2—2—2—2 
3 3 3—3 1 1 1 1——1—1 1 1 0—0— TS 3 3—3—3—3 
2 2 2—2 2—2 2 2—2——2—— 0 0—0— Ë 2 2—2—2—2 
0 6 0—0. 2—12. 2. 2—2——2—0—-2. 2 0—0— 0—0 0 0—0—0—0 
0—]1-0 0 0—0—0—2—1-3 3 X—X—x 
7 ў [Г] ракш CEG 
-1— 5 su 
5 5—0— 5—4—2—0 (0) 0. 3—0—2 0—2 
COPYRIGHT (C) 1970 BY ERIC PATRICK CLAPTON AND EMBASSY MUSIC CORPORATION. COPYRIGHT RENEWED. 
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Do. 
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25: 
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“LET IT RAIN” 


C| Chorus (0:31, 1:03, 2:09) 


me 


on 


down 


rain 


your love 


Let 


Gtr. 1 


17 


(10) 


5) 


ONS 


NANO 


чочо 


о-ачо 


Gtr. 3 


10. 


12 


Seso 


чочо 


Gus. 4 and 5 


NONO 


Bass 


3rd time, skip ahead to [F 


sto 


w.guitarworld.coi 


it rain 


Let 


it rain 


let 


it rain 


Let 


rj 
= Oran. |] 
orano | Lj 
= < 4 L| 
E lass SO Godoi G 
= 1 ien | L4 M 
' ' 
° Sorano] © o] 
N a | abad | “| 
Š 
P 
ору “soqo 
‚ э. Kou ii 
+ + ann م‎ ci 
К+ = == 
5 
£ anno E 
оосо | rj ч 
NoNo rj 
orano 
NONO E 
orano] ص‎ 
= exem © чочо © 
1] i 
i ' k 
е \orano » حم‎ 
T g | NaNO Å NONO 
š 
Ol чоо сомо rj 
+ nd H нт Єх 
1 + 
£ ' 1 
auna, a | SO \NnNo № 
чоо YE eoooxo + 
A 
соло “ 
Фооохо a 
ә 
NONO 1] = 
| SO mocoxn ^ 
eoo rj 
| °] 
NONO Lj 
^ Oren a 
э 
z 
aevo З 
+ 
4 Ë š 
чочо О © o-owo. a ° 
i " 
' š e 
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D| (1:17) 

rain 

N.C.(A) (G/A) (А) 
Gtr. 1 (top note) 
Gtr. 2 (middle note) 


Gtr. 3 (bottom note) TU NUN 
26 — پوچ یی‎ == ee 
3—-3)—.———— 3 3— 3—2 5— i5): 0 - 

5 5 5—3—5 31: a: 5—LH5):——9—2—2 3—(3)—2 
446. Š 6—4—6—6+7 4:——T44): ^ Т. 1——12-6—4—6— (6 0—2 4—4—(4)-2—2 
5+7. 7 7—5—1—1:9 5 5) 749 $——9-—7 s 7 5—4-4-Mi-2—5 

С] к= CS = 
Bass 
14-14-14 14 
12-14-14 >> > > === 14-12-14 

0 412) 12 (12) 

E EB | к к= 
(G/A) 
mamat а. А WARA. — 

2 3—T(3)—7———— "C 2-3 3 3—2 == Gu. 2 
8 ë 5—3 6-647. 3: a 4 —|—7 7. 7><6 3 3 Ë 3 2 
547- 7 1 — 5—7? -7+9 5^ [5)- 749- 9. 957—5: 

). ) n ) 
i 7 V LA 7 
کے‎ > > > 1019—15 4474 = 14—124 
3 ES: E 3 ee 
LL = | ۲ = 

Е | Guitar Solo (1:33) 

F#m F#m/E# F#m/E F#m/D# B7 

34 Си. 1 (w/reverb and “dark” tone) arr —— SIS IPSIS H — Yo 

sa - ——— 177(17)-17- (17)-—14. 

z 13(13)—14— t6 16^(16)-14 (14) “ 16-(16)-14 
1416 16) 
J П "n 

ry and 2‏ لا ا 

*Gtrs. 3 and 5 (both w/clean tone) 

2 T2 2: 2 2 
4 4—4” 3+ $—(3)—3 3— 42 2—5—2 2 1—1 1—1—1 t 
27 n i—i 

р д: P С Epp 

"Gir. 5 rakes and holds first chord in each bar. 

Gir. 4 
2—2 ووو‎ 2 2 2—2—2—X--2 2—2—2 2 2 ووو‎ 
4—1 4—4—4——X 3 3 3—3—3——X-—2 2 2—2—2—X-|-1 1 e e 

LLLI 

Bass Ware : ES 

` (4)-0— 3 = 3. — 2—(2-0-2 2 2—3-1—1 
4 68 )-0—4 3 7—0-3—3 2/[-0—-3——2 ) 2 V, - 4—2—1—2—1— 
y. == LJ = Lj ËJ LJ ы! 4 СО] 

Em7 A 
Gtr. 4 cont. simile (see chord frames at beginning of transcription) 

38 бг! К КОККЕ 5 

12 15—12—(12) 
i * 12 12 
14 
سے‎ ol — ل‎ 
Gus. 2 and 5 (w/dist.) “тү pr " 
0 2 (2) 0 ó (0) 
+ 3 3 (2) 3 (0) 
} ) 
7 V 7 
Gur. 3 
let ring throughout 
0 0 0 2 2 0 0 
0 0 2 2 2 
2 2 2 2 2 2 

0 
| И V V V 

Bass 

5 6 7 Т. 7+9 7 
7 7 = 7 7 7 9 8 
— a ae HEE | اس‎ ELLE. 
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go back to [B] 3rd Verse 
Em7 A Em7 A 
Gtrs. 2, 3 and 5 repeat bars 38-39 twice 
40 Gu.! Wen onto alui 
: 12-15-12 == 12-15-12 
*1—14/16 12 12 21 14216 (16) + = 12 12—14 
14 1 14: 
= ل‎ — = р = لا‎ 
ass ^ 
Bass 7-9—7 Tgr 
9—8- T. 7-9—7- 9—8 F: r. mas 3 
T 7 T 9. 8. ور‎ 7 9 7 
F| (2:20) 
rain rain Let it rain let it rain Let your love 
C G D D 
44 
5+7- = 57 
7 L7 
1 T s 12-10-60) —(10) 
e = sss == s 
0 0. 9—9—0—2—]2]-2—2 2—2—2 Г жш шш) ш а ш кш шш шш 2 
2 2 0—0—1-0/—0— 0. 0—0—0. 0—0—0—2—.-2]—2—2—2—]-0 2 
3 3 X—X—X 0—-0/—0—0—0 б 
3—3—3 
E k ьш طا‎ 
3 2—0 5—L(5)—5—5—5—5—5 4—L5 5 ^ o 02s 
1—8—2—3—4 Р} 5 | 
rain down on me Let it rain let it rain let it rain rain 
C G D C G 
48 
+ 5 12-1000) T 52-12-1010) (10) 
وو‎ ggg و‎ 2—2—2—2—2—2——-2—2—2—001—0—0 2 0 0 3 
1—1 o—o—o—3-} 3. 3—3—3——3—3—3-3-3—3—3—1111—1-1 3 1 1 0. 
0——0———0—0—0—2—]-2 2—2——2—2—2—2—-2—2—2—2]-21—2—2 2 2 0 0 
2—2——0—0—0—0—-0. 0—0—o—0o—0—0-+-0—0—0—2+- 2} 22 0 2 2ا‎ 0 
3—3 X—X—X 0--0/—0—0 0 3, 2] 
3—3—3 - 3 
LEE OU AH d LE | 
2-4 + Т. 7—7: 7 7—7. ay 
3—2—0——2 5—L-(5)-5-5—5—5—5-1-0——0—2—]-5 == 5—5 == 3—2—0— 
i— 34 — 2. 5—(5)-5—5——5 5—(5)-5—5——5 — 
LL LE لا‎ LJ HL = | 
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G| (2:38) 
rain (Ist time) 
N.C.(A) (G/A) 
биз. 1 (top note), 2 (middle note) and 3 (bottom note) 
53 RiffA == — 
3—-(3) == 3 3 3—2- 
î 5 5 fa 
47-6 6 6 4 6-647. 4 t 4j T 7 7>—6- 
87 T 7 —7+9. 5 5, 7/9. 9. 9>~<7- 
Bass 
Play Bass Fig. 1 first time (see bar 3) ТТТ, 
п m rum] e aH FEE п 
= W. L ETE as eis 
_—10(12-" 1 —31— 9 (10) 1 1 (12) 0. = 
2 +—3 
| 4 L = LJ = i V 
H|Outro Guitar Solo (2:54) 


A G A 
биз. 1, 2 and 3 play Riff A 15 times (see bar 53) 
Grr. 4 plays Rhy. Fig. 1 15 times simile (see below) 


57 Gu. 5 2^. " ^ Раі A~ A~ 
1717171717 17-17 (17)1717-1717:—-17 17171717 1717 17 17 1717 17 17 17 17 7717 17 17 17 17 1 15 1551414 1441212 12:10 10 
LIE EI EJ == = = = uL == === === 
end Bass Fig. 2 
5——5—2 4-5— 5—2 4—7——1——4 
وو وو‎ Б ar m К 
—— EE LLLI UE LLL ы г шт 2 не 
grad. bend 
61 e д G 1 1 1 A 
+ нага — арон 
: a3 гт zz 
12 1 1 12 (12) (10) 12—(12)-(12) 10. 
12 E D (02 =O 2-02) 12—14—(14) 14141414121414 14— 
LE Co 
Bass plays Bass Fig. 2 three times simile (see bar 57) 
1 G A 
65 ^^^ H A ^ DEA T eT AT у 
T 5 T 14 ж: т üa fa MAR ee 14-(14)14.14 12 m faa rs I es NAT EA LAT 
143——@® 1609) 0) 1—5 
П 
——| V С BR LAO ЕТ LIE CI 
G ^ 
1 ! Д 1 £ и Ñ оронуу 
69 — 2 j Jj lan ofa ty, K AA S 
19) 19: 19: 19—(19) 17 21 1, 21—(21) —21—21—T(21 17 17 17 
(19) ey eu 20 17-19 17-19 17-19 175 
è y 
) 
= 4 Ц] [RT 
Р а 1 A 
Gir. 5 
73 VAS Жу. EN — — кч. zx — vede 
7 17 17 1917—19 17—19 17,19 171917 m^ 19- 171917; 12 t 
—19+-17 19. 1 19 19 19 19. 19 17191719-17 = 
17116 14——14:—16: 
16. 
= ڪج‎ EL Е دا ل‎ 
end Bass Fig. 3 
5/7—5 5/7—5 729—7: 
5: 2: 5 7- 5 3:6 p= It 4—7- 9—7: 
3 3 توو‎ mma 5—5. T T 
CL LILILIIJ LI LLL C LLLI 
1 G ^ 4 
= + 
7 
16(16) 4-04. £ 14.1416 14—14 16 14—14 14.14 
1416 16 16—16 14 : 141416 16- 
1614-1-12: 14/16 
Loy ` Е = === T E L3 
Bass plays Bass Fig. 3 eight times simile (see bar 73) 
Rhy. Fig. 1 (2:54) 
Gir. 4 А x 8 A 
3 > > 
es 9 2 
TY: AAA AA Ту-у Уууу ууу уг ce SS SS ss 277 7 7221 
0 
EI LES E Er? کے لے لاا ك ك اا لا‎ EL 
*repeat previous chord 
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(3:59) 
G Ya и 4 и 
81 (piano solo) 8 d ] 
17—19 17. m m mi 
: 19 
14: p а 
16 
А G 
= ЛГ po zu 
= P 194. 39 m) 12. aÊ 19-17. 17 19: (19). 19-17 19:4. 19 (19)17 
19 19 19 19 
t + 
== سا‎ = р = = ce 
А 
Y Y% __ v 
95 .7 7T v^ M E NEN f JT Sa dad 
19 19 (19)17 19 19 (19)17 19 17 17 (1717 —1747 17347 —347 17 17 17 
19. 19. 19. 9. 19 17-19 17-191 —17-19- —17-19-1 —17-] 
سے لا لح د اا لح 7 ا‎ 5 '—= —— Mi —— ج‎ кыч س‎ ae e F 
G i A 
з, 17 17 1 
i9-—17-19-—17-19-——19-17—17 7¥ 
18 16—14 14-14-16-14-16 (16) —16 (16)14-16-14—_14. 
14-16 16-1—]|- 16-14 —14 14-144 
Teda- 12 12-14-12-44-16 
G A 
и 1 1 1 
101 - + + A 
2 = L1 3. 2 
14 14—_14-16-|(16) 14 TE 16 16°-(16) 16-(16)-14 
16. 046-14-46 (16) 1216-1542 T ee 18) 
(0) 
G A 
pO uuu a аы ie ctii i E ii 
! — II ! 1 1 1 1 
ا‎ fy j 157 
ح17‎ 17 2417—17 LE 
16 16—G9 16(16)14 4 = 16—(16) 16(16); —16(16); —16(16) 
zi (114 (6714-14-16. 14 14-3. Y 0e) e J ) 
1614-12— 14/16 
(4:33) G 
Yom 1 1 1 1 1 1 1 
B s ju 
17 17 17 17 17 17 17 14-17-14 14 
16 (16) ;— 16 (16) ;—16(16) — 16 (16) —16 (16); 1-16 (16) —16 (16)14 14 14- 14 14-16-14 14-16 (16) 16-— 16-14] 
st › IQ ) ed ) eú ) ч ) i ) (18) 16-14 14-16 14-16 14--16 16 st ) 
Bass 
4—77-9- 7. 2—57-7- 5- 
4—7. 9—5 2—5 7— 5—7. 
5 | 3 3——2——3——2—s— 2——3——4 
E ES لا‎ CE 
A 
112 got annan 
En - a2 
(12) ——10-12-10 -i0 
161 —144:16 1 16:14 —14 t t + i T 
164—1814—-12 
46 7 7 7 7 5 5 5 5 5 5 5 5 
7 7 7- 
5 5- 5 5 5—5- 5- 3- 3- 
LEL у Lj [ЦЕН БЕ ШШ ҤЕ БЕН! 
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“LET IT RAIN” 


Gtr. 5 
и N.C.(A) 
116-2. ока 
ei ==- 
1 1110—49 
pee Gel nn 
©): = 3 — з= 
в——2———3-(%)-—2—1[з5 5. 5-— 3— —5 z 3 (3) 
p کے‎ ЕЈ ;_ إإإ ا‎ p 
_ _ Gtr. 2 " 
6 = 4-35 — 9 = a Ir — (89). ——— ee a 7 a (8) 2° ш 
= لح ا لج ج‎ < — = 
Gtr. 3 
oe ee REEE (Ce) _ 
Bass 
REC 5 Sa шш 


А7 
119 AA. LT 
10-9—7:-5—5—8—7—5 
T- 7—5——5 
= 6-—4—2— 2. == 
4-2-0 © 
3 5—2 5 0 0-0) 
3 0-2 00-0 r 
4- 
ا‎ р Sa — LI Lok ы 
(turn down volume knob on gtr.) 
Б; т... аы Р.М. 
2 0-(0) 5—02 72 Е 
0 2— (6 0—0 0 
2X9 t + B б 9 i ^ 
ow 0, 0 
ы 14-16-14 
t a16 10014-12-14 
m= —— —! » 
m m 13 13. 14 та) >11 
° ° ° 0 o ça і | 


р 
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Ж BY CHRIS GILL 


of pedals sold under different brand names, it's eas 

to forget that the company is one of today's lead- 
ing effect pedal manufacturers, offering a full selection of 
pro-quality, moderately priced effects. In addition to the 
all-time best-selling Cry Baby wah pedal, Dunlop makes the 
beloved MXR line of stomp boxes (since 1987) and in 2008 
resurrected the Way Huge brand. Currently, Dunlop of- 
fers more than 70 effect pedals, including the Jimi Hendrix 
Authentic Analog Pedal Series, the original Heil Talk Box, 
various Custom Audio Electronics effects developed by Bob 
Bradshaw, and numerous artist signature pedals. 

Four new pedals from Dunlop—the JC95 Jerry Cantrell 
Signature Cry Baby wah, Dunlop DVP1 Volume Pedal, and 
reissues of the MXR M148 Micro Chorus and M152 Micro 
Flanger—showcase the breadth of the company’s current 
offerings. All of these effects are solid workhorses that 
gigging musicians will rely on for years onstage and in the 
studio, yet they're priced low enough for players in garage 
bands to afford. 


B ECAUSE JIM DUNLOP makes such a wide variety 
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CANTRELL 


THE JC95 JERRY Cantrell Signature Cry 


Baby wah is the eighth artist and 15th 
overall wah pedal in the current Cry 
Baby line. Like Dunlop’s other 
signature Cry Baby wahs, it star 
with the familiar Cry Baby ch; 
but adds a few unique modifications 
that give it its own distinctive voice. 
The Cantrell Cry Baby's frequency 
sweep is more narrow 
midrange (approximately 320Hz to 
1,270kHz) than an original Cry Baby, 
although you can increase the upper- 
midrange response of the pedal's 
toe-down position up to 2,070Hz 
with an adjustable Fine Tune knob. 
The Cantrell wah looks as unique as it 
ounds, with an ultracool di: 
brass finish and Alice in C 
logo embossed in the tread. It can be 
powered by either a single nine-volt 


focused in the 


: battery or an optional AC adapter. 
With the DVP1, Dunlop has man- 

i: aged to spice up the ordinary, ho-hum 

: volume pedal. Part of the DVPI's ap- 

; peal rugged, industrial-strength 

i styling, from i , shiny 

aluminum chassis s knobby non- 

i slip tread, which looks like the treads 

i of an off-road tire. Even cooler is its 

{ ily accessible tension-adjustment 

: screw, which allows you to make the 

i pedal's action as tight or loose as you 

: want. In addition to the requisite input 
and output jacks, the DVP1 includes a 
tuner output to send the guitar's signal 


curvaceous, 


: SPECS 


LIST PRICES 
JC95 Jerry Cantrell 
Signature Cry Baby 
wah $264.99; DVPL 
volume pedal, $169.99; 
MXR Micro Chorus, 
$139.99; MXR Micro 
$154.99 
MANUFAC R 
Dunlop Manufacturing, 
jimdunlop.com 


QUALITY Б DESIGN 


2С95 JERRY CANTRELL 
SIGNATURE CRY BABY 
CONTROLS Fine Tune 
knob 

OOT SWITCHES 
Effect on/off 
INF 
OUTPUT Mono 
OTHER DC adapter jack 


m ft 
QUALITY 8 DESIGN 


DVP1 VOLUME PEDAL 
SONTROLS Volume 

JT Mono 

T Mono, tuner 
OTHER Tension- 
adjustment screw 


MXR MICRO CHORUS 
5 Rate 


Effect 


on/off 
INPUT Mono 
OUTPUT Mono 
OTHER Hardwire true 
bypass, DC adapter 
jack, on/off LED 


MXR MICRO FLANGER 
CONTROLS Rate, 
regeneration 


CHES Effect 
on/off 

INPUT Mono 

DUTPUT Mono 

OTHER Hardwire true 
bypass, DC adapter 
jack, on/off LED 


i easily and stretch 


; claims it will las 


} toa tuner, allowing you to tune up 


with the volume all the way off. The 


; DVP-1 Volume Pedal also features 


Dunlop's patent-pending Steel Band 
Drive assembly. Unlike other ped- 
als that use twine—which can break 
əs over time—the 
table, and Dunlop 
to over three million 
cycles, well beyond a lifetime of use. 
Should it fail, it can easily be replaced 
by the user, no soldering required. 
Replacement will be available, 
as will different pot values and types, 
including for active basses acoustic/ 
piezo instruments, and others. 

The M148 Micro Chorus and M152 
Micro Flanger are accurate reproduc- 


Steel Band Drive 


; tions of original MXR pedals from the 
i early Eighties but with a few welcome 


modern upgrades, like true-bypass 
circuitry, on/off LEDs and AC adapter 


; jacks, Both pedals are housed in small 


Phase 90-style boxes and feature 
all-analog circuitry, including bucket- 
brigade integrated circuits that pro- 
vide thick, warm, rich tones, with no 
perceptible noise. The Micro Chorus 
features only one knob for controlling 
rate, while the Micro Flanger offers 
rate and regeneration knobs. 


PERFORMANCE 
WITH ITS PERFECTLY focused mid- 
range sweep, the JC95 Cantrell Sigr 
ture wah hits the ideal sweet spot for 
wah-stomping rockers, with no flabby 
bass mud (and the volume loss that 
comes with that) or ear-stinging pierc- 
ing highs (like that scratchy “Theme 
from Shaft" wacka-wacka funk). This 
wah gives you throaty, expressive 
vocal sounds that work exceptionally 
well for hard-rocking solos, and it 


micro 
flanger 


always keep your guitar's tone big and 
beefy. I'd recommend painting a stripe 
on the knurled brass Fine Tune knob 
to accurately replicate tone settings, 
unless you always plan on setting the 
knob all the way on or off. 

The volume pedal's action is 
smoother than a Billy Dee Williams 
pickup line. Loosening the action with 
the tension-adjustment screw makes 
it easy to perform fast swells; tighten- 
ing it allows you to perfectly hold a 
desired “in-between” level, with no 
slippage. This is a great feature, one 
that Dunlop also incorporated on the 
ZWAS Zakk Wylde Signature Cry 
Baby. I'd love to see it on future Cry 
Babys as well. 

The MXR Micro Chorus and Mi- 
cro Flanger produce a great range of 
"best-of" chorus and flanging effects 
with noise-free sound. The Micro 
Chorus is already preset to the perfect 
depth setting, and by adjusting the rate 
control you can dial in a wide variety 
of tones, including slow swirls, tight 
doubling and warbling rotating-speak- 
er effects. The Micro Flanger provides 
a good variety of flanger effects, rang- 
ing from slowly evolving sweeps to 
subtle jet effects to thick, chorus-like 
tones and warbling Uni-Vibe swirls. 
The Micro Flanger doesn't create the 
wild, hollow, metallic tubular tones or 
deep 747 swooshes that its big brother, 
the M117R, can, but if you prefer solid, 
no-nonsense flanging effects, it's a 
great bargain. 


THE BOTTOM LINE 
ALL FOUR NEW Dunlop pedals are rug- 
gedly built, sound great and perform 
essential tasks. All are pro-quality 
effects that you'll see in many pros’ 
igs, yet they’re so affordably priced 
that you're ju ikely to see them in 
action at your local dive bar. ЗС 


FOCUSED MIDRANGE 
WAH (C95) 
* ADJUSTABLE 


LIMITED CONTROLS 
(MXR MICRO 
CHORUS AND MICRO 
FLANGER ONLY) 


TENSION (DVP1) 

* "BREATEST-HITS" 
EFFECTS (МХН 
MICRO CHORUS AND 
MICRO FLANGER) 
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HYBRID HEAVEN 


Line B Spider Valve MKII HD100 and FBV Shortboard MKII foot controller 


Ж BY ERIC KIRKLAND 


INE 6'S SPIDER Series amps 

have been among the com- 

pany's most popular amps, 
offering immediate satisfaction and 
a uniquely simple but advanced 
user interface. Line 6 gave the se- 
ries a twist in 2007 when it teamed 
up with tube amp legend Reinhold 
Bogner. The result was the Spider 
Valve Series of amplifiers, which 
combined Line 6's latest Spider 
Series digital preamp and Bogner's 
tube power amp and preamp stag 
The first run of Spider Valve amps 
became 2008's best-selling tube amp 
in the United States. Now comes the 
second-generation of those amps, 
dubbed the Spider Valve MkII. On 
my test bench this month is the 100- 
watt Spider Valve MkII HD100. 


FEATURES 
THE SPIDER VALVE MkII HD100 is 
a phenomenal machine that, like its 
predecessors, lets the user achieve 
great results quickly and easily while 
it also allows a level of deep editing 
for those who want to tweak their 
tones. For instantaneous fulfillment, 
guitarists can scroll through the pre- 
sets, all of which feature names that 
nod to the artist and/or song that 
inspired the setting. Once you find a 
preset you like, you can edit its tone 
and effects (up to seven parameters 
are available for each effect) either 
through the front panel or by con- 
necting the amp to a computer and 
using Line 6's free MkII editing soft- 
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1 also free firmware update available 


i controller, such as the FBV2, FBV 


; plifiers. Basic controls include drive, 
i bass, middle, treble, channel volume, 


i device gives guitarists convenient 


i effects, amplifiers, wah and volume. 


ware. Along with the editor, there is 


that adds an additional 28 effects to 
the amp, which can then be accessed 
either with or without the editor. 
Your settings can be saved into four 
channels, accessible through the front 
panel and an optional Line 6 foot 


LIST PRICES Spider 
Valve MkII HD100 
head, $1,289.99; FBV 
Shortboard MkII foot 
controller, $279.99 
MANUFACTURER Line 
8, Inc, lineG.com 
POWER DUTPUT 100 
watts, all tube, Bogner 
designed 

CHANNELS Four, 128 
User Presets 

TUBES Four 6L6s, Two 
12AX7s 

CONTROLS Amp model; 
drive; bass; mid; treble; 
channel volume reverb; 
presence; master; 
three sweepable 
Smart FX controls for 
distortion/wah/pitch, 
chorus/flange/phaser/ 
tremolo, delay/tape 
echo/sweep echo; 
individual buttons for 
Manual mode; four 
channels; tap tempo; 
quick loop; preset 

edit and preset scroll; 
power and standby 
toggle switches 
COVERING Black tolex 
FOOTSWITCH 
(Optional) FBV 
Shortboard MkII 
18-button foot 
controller 


cimi 


Express MkII or FBV Shortboard 
Mkll. If you want to create your own 
presets from scratch or operate the 
amp outside of Line 6's presets, sim- 
ply touch the manual button on the 
amp's face, and away you go. 

The HD100 has 16 amp models 
sampled from some of the most classi 
American, British and European am- 


reverb, presence and master. The 
three effect knobs on the front panel 
allow you to quickly sweep through 
different levels of distortion, modula- 
tion and delay effects. There's also an 
onboard tuner, a tap tempo button for 
delay times and a Quick Loop button 
for recording loops on the fly. 

In conjunction with the HD100, 
Itested the FBV Shortboard MkII 
foot controller. The sensibly designed 


remote access to the tuner, presets, 


PERFORMANCE 
GIVEN THE DEPTH of this amp, there's 
no way to touch on every aspect of 
its features in a review of this length. 
But suffice to say that Line 6's digital 
recreations are the most accurate and 


SPECS 


: detailed models ever built into a gui- 


tar amp, and that the depth of editing 
and control on offer here is amazing. 
It could easily take a user years to 
discover the practically endless ar- 
ray of amp tones, effect textures and 
sonic soundscapes that are possible 


: with the HD100. 


While Line 6's digital genius is the 
first stage of tone creation, Bogner's 
impeccable, 6L6-based, all-tube power 
ection and 12AX7 preamp tubes are 
what bring all of these tones to life 
and bridge the gap between digital 
simulation and real tube tone. Line 6's 


: distorted tones have always been su- 


perb, but in the past the clean models 
left something to be desired. The addi- 
tion of Bogner's tube power amp and 
preamp sections have all but resolved 


i that issue, creating warm, true-to-life 


tweed and blackface amp tones. 

Overdriven and heavily distorted 
tones are also much clearer, har- 
monically richer and rounder. For 
instance, the Marshall “Plexi” and 
Mesa Rectifier settings are now prac- 
tically free of any digital artifacts. You 
hear and feel the amp models breathe 
through the Spider Valve MkII 
HD100. The response of this amp is 
also monumentally improved with 
the addition of tubes. It doesn't quite 
capture the intricacies of an all-tube, 
analog amplifier, but it's a dramatic 
improvement. 


THE BOTTOM LINE 
LINE 678 SPIDER Valve MkII HD100 
represents a perfect marriage of 


; digital and analog technologies. The 
i digital preamp i 


ntuitive to operate 
and loaded with 16 amp models, nu- 
merous effects and 128 user presets, 


; while Bogner's all-tube power amp 
: and tube-driven preamp alchemically 


morph these digitally born models 
into organic tones. Add to that the ex- 


i tensive remote control offered by the 
; optional FBV Shortboard MkII foot 
: controller, and you've got one amaz- 


ing and compact guitar rig. SC 


MIND-BLOWING LIST | LOW VOLUME LEVELS 
DO NOT REVEAL THE 
TUBES' WARMEST 


TONES 


OF FEATURES 

• SIMPLE BUT DEEP 
CONTROLS • AMAZING 
TUBE TONE 


SOUNDCHECK + THE GEAR INREVIEN 
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% BY ERIC KIRKLAND 


ET CITY AMPLIFICATION'S 
JCA20H head wowed me when 
I reviewed it for the January 
2010 issue. Built in China and de- 
signed by famed amp builder Mike 
Soldano, that single-channel 20-watt 
head delivers lively clean tones and a 
searing overdrive signature that was 
clearly inspired by Soldano's legend- 
ary SLO-100 amp. 
Jet City's supercharged follow- 
up is the new JCA100H, 
a two-channel 100-watt 
heavyweight that soars with | 


an entirely unique voice. 
Where the JCA20H performs = 
like a bargain-priced baby 
SLO-100, the high-power 
JCA100H revs with a raun- 
chier, British-style voice 

and a wider range of gain, 
while still being capable of 
roaring with the SLO-100's 
turbinelike swirl of harmonic 
overdrive. 


FEATURES 
JET CITY AMPS are built for 
real-world performance, 
rather than bedroom tweak- 
ing. So while they are not 
chock-full of circuit-com- 
plicating features, their pur- 
pose-built, short signal paths 
tap into some of the purest and most 
responsive tube tones in this price 
range. Don't think that the low price 
and Chinese-build equates to lesser 
parts and quality, Soldano spent a 
great deal of time specifying custom- 
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TOUCH- 
SENSITIVE 
PUNCH, 
BRIT-STYLE 
MIDRANGE 
THRUST 
AND HEALTHY 
LOW-END 
PRESENCE 
CULMINATE IN 
DISTINCTIVE 

TONES. 


BLUE STAR 


Jet City Amplification JCAIOOH head 


wound transformers, а 16-gauge cold- 
rolled steel chassis, flawless traces 
and a heavy-duty circuit board. Two 
pairs of 6L6s generate this Jet's high- 
flying 100 watts, and five 12AX7s 
handle the preamp’s gain and equal- 
ization needs. 

The Normal and Overdrive chan- 
re the bass, middle, treble and 
esence controls, but each benefits 
from its own gain and master attenu- 
ators. Because the interactive EQ con- 
trols are useable through their entire 
range and both channels 
deliver a similar tonality, 
the sharing of EQ controls 
isn't a shortcoming. How- 
ever, stomping the supplied 
footswitch is the only way to 
switch between channels— 
there’s no front-panel fea- 
ture for channel switching. 
Still, this amp is intended 
for live performance and 


bull sessior 
rationale is justified. The 
effect loop is tube-buffered 
to maximize its clarity and 
natural tone with either ped- 
als or rack gear. 


o the design 


PERFORMANCE 
AS WITH ALL of Soldano's 
designs, the input is very 
sensitive to differences in 
voltage and impedance. This equates 
to an amplifier that unveils each 
guitar's tonal and dynamic character- 
istics. Using a custom Jackson Soloist 
with medium-output humbuckers in 
the Normal channel resulted in high- 


studio work, not low-volume : 


SPECS 


LIST PRICE JCALOOH 
head, $999.99 
MANUFACTURER Jet 
City Amplification, 


i jetcityamplification. 


com 
POWER OUTPUT 100 
Watts, All-Tube 
CHANNELS Two, 
Normal and Overdrive 


i TUBE COMPLEMENT 


Four 6L6s, Five 12AX7s 
FEATURES Single 
instrument input jack, 
power and standby 
toggle switches, 
tube-buffered effect 
loop, footswitch jack; 
two four-ohm, two 
eight-ohm and one 
16-ohm speaker jacks; 
interactive EQ controls 
CONTROLS Separate 
preamp gain and 
master controls for 
both channels; Normal 
and Overdrive channels 
share bass, middle, 
treble and presence 
controls: 

COVERING Black and 
blue Tolex 


Included, One-button, 
Selects Channels 


gimi 


octane, edgy clean tones, Expectedly, 


i my high-powered, EMG-equipped 


ESP drove the Normal channel fur- 


; ther into a thick overdrive, no matter 


where I set the channel's gain level. 
I didn't completely unlock the Jet 


і City’s bristling, treble-rich cleans until 


I used guitars with true, low-output 
single-coils or P90 pickups. Guitarists 
who are accustomed to compressed 
input stages may not like how the 
JCA100H illuminates differences in 
guitar wood, hardware and pickups, 


= 


i but others will find the amp's trans- 


parency inspiring. I played for hours 
in this one channel, reveling in how 
the amp’s gain and volume responded 
to my touch and attack. 
The Overdrive channel quickly 
saturates with all pickups, regardless 


i of gain settings. But as a credit to the 


amp’s design and clarity, each guitar’s 
natural tone shines through in every 

note. Sustain is more than ample 
and, like the Normal channel, mostly 


: controlled by the player's touch. Fans 


of the SLO-100's upper-midrange 
brilliance and scintillating treble 

will recognize this channel's perfor- 
mance, even though the JCA100H's 
61.6 produce noticeably more robust 
low mids and odd-order harmon- 

ics. Although its clarity and lack of 
thick bass aren't necessarily ideal for 


; contemporary metal tones, any other 
; genre of player will probably appreci- 


ate this classic style of high-gain. 


THE BOTTOM LINE 


1 JET CITY'S JCA100H is more than just 
i a high-powered version of the com- 
i pany’s other amps. Its touch: 


ensitive 
punch, Brit-style midrange thrust and 
healthy low-end presence culminate 
in distinctive tones. And with two 


channels available at the touch of a 


toe, players can instantly switch from 
tantalizing clean/crunch settings to 

a respectable version of the mighty 
SLO-100's high gain. SG 


TWO CHANNELS 
* EXTREMELY 


NO REVERB * NO 
FRONT-PANEL 
CHANNEL SELECTOR 
* DOES NOT HAVE 
MULTIPLE POWER- 
LEVEL SWITCH 


SENSITIVE TU TOUCH 
* TRANSPARENT TUBE 
TONES 


SOUNDCHECK + THEGERIN REVIEW 


BURN NOTICE 


Washburn WD 205СЕ acoustic-electric guitar 


% BY CHRIS GILL 


CONOMIC TIMES MAY be 

extremely tough, but that 

doesn’t mean you have to put 
off the purchase of a fine acoustic 
guitar until the next decade (or 
lifetime). Today’s guitar companies 
are producing a variety of instru- 
ments that provide cash-strapped 
players with incredible value, The 
Washburn WD 20SCE acoustic- 
electric model is a perfect example, 
providing a variety of upscale fea- 
tures, like a solid spruce top anda 
Fishman preamp/pickup system, at 
a low street price that even the most 
down-and-out guitarist can afford. 


FEATURES 

THOUGH IT LISTS at around $500, 
the WD 20SCE looks much more ex- 
pensive, thanks to its attractive solid 
spruce top, satin-finished mahogany 
neck, rosewood back and sides, dis- 
tinctive rosette pattern, and bound 
body, neck and headstock. These are 
further embellished through the inclu- 
sion of a bone nut and compensated 
saddle, die-cast chrome tuners, and a 
stylish rosewood headstock overlay 
adorned with tasteful inlays. These 
features alone make the WD 20SCE 
worth every penny of its price, but to 
top it off Washburn has equipped the 
guitar with a Fishman Isys* preamp/ 
pickup system, which features a chro- 
matic tuner, a phase switch, and vol- 
ume, bass and treble controls. 

Construction is excellent, and the 
traditional dreadnought body shape 
features a tasteful cutaway that pro- 
vides easy access to the upper frets 
without detracting from the guitar's 
full, deep sound. 


NEW, HIP AND UNDER THE RADAR 


SPIDER CAPO 


i guitar 


а dense electric mix. 


i THE WD 20SCE has been a mainstay 


PERFORMANCE 
DELIVERING CLASSIC DREADNOUGHT 
tone with rich bass, warm mids and 
sparkling treble, the WD 20SCE 
sounds as good as it looks. The Fish- 
man Is stem preserves the 
warm and natural tone, and 
the EQ controls let you dial back the 
bass and boost the treble for razor- 
sharp rock rhythms that cut through 


My test guitar had a near-perfect 
etup right out of the box. Electric 
rockers will appreciate the extremely 
comfortable flat neck profile, wide 
nut, moderately low action and medi- 
um-profile frets that make the guitar 
play almost as fast as a solidbody 
shred machine. With the exception 
of a few minor cosmetic imperfec- 
tions in the spruce top and internal 
wiring that flaps around inside the 
body when the guitar is moved ag- 
gressively, the WD 20SCE compares 
quite favorably with other acoustic- 
electrics costing three to four times 
as much. 


THE BOTTOM LINE 


in the Washburn acoustic line for 
many years, and for good reason—it’s 
one of the best values on the market 
for players looking for an acoustic- 
electric that sounds, looks and plays 
like a much more expensive instru- 
ment. 86 


CLASSIC 
DREADNOUGHT TONE 
* ELECTRIC-LIKE 
PLAYABILITY • FULL- 
FEATURED FISHMAN 
ELECTRONICS 


LOOSE INTERNAL 
WIRING * MINOR 
GRAIN BLEMISH 
ON TOP 


SPECS 


LIST PRICE $533.90 
MANUFACTURER 
Washburn Guitars, 
washburn.com 

BODY Solid Sitka 
spruce top, rosewood 
back and sides 
NECK Mahogany 
NUT 15/8 inches 
FINGERBOARD 
Rosewood 

FRETS 20 

BRIDGE Rosewood 
with bone saddle 
TUNERS Chrome- 
plated die-cast 
ELECTRONICS 
Fishman Isys¢ with 
tuner 


WHILE A TRADITIONAL full 

or partial capo may function 
similarly to an additional 
finger, the new Spider Capo 
is like having an additional 
fretting hand. Featuring 
individual clamps for each 
string that players can activate 
quickly with a lever action, 
the Spider Capo enables a 
wide variety of capoed- and 
operrstring configurations to 
give guitarists exciting new 
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1 creative possibilities. Whereas 


a traditional capo limits the 
fretboard only to notes above 
the capo, the Spider Capo 

allows guitarists to fret notes 


i on the unclamped strings 
i behind, above or even at the 
i fret where the capo is placed. 


The Spider Capo consists of a 


1 leather-padded fretboard clamp 
; and six individual string clamps. 
i The spacing of the fretboard 

1 clamp and each capo clamp is 


i fully adjustable to accommodate 


fretboards of any width as well 


| as any string spacing. The Spider 


Capo was initially designed for 


i playing DADGAD, open G and 

i similar style tunings without 

i having to retune the guitar 

; or learn new chord voicings 

i and scale patterns, but it also 


provides unique configurations 


i that make it easy to play pedal 
i tones and unorthodox chords. 


-Chris Gill 


SPECS 


LIST PRICE $39.95 
MANUFACTURER 
Creative Tunings Inc., 
spidercapo.com 


JIMMY HUBBARD 


SOUNDCHECK + THE GEAR IN REVIEW 


SMALL FRYER 


Bugera V5 tube combo amp 


Ж BY CHRIS GILL 


HE MARKET 15 overflow- 

ing with little tube amps 

that offer sound and features 
similar to big amps, but manufac- 
turers are starting to realize that 
many guitarists still appreciate the 
distinct sound and unique character 
of a low-watt tube amp with a tiny 
speaker and relatively few controls. 
For decades guitarists have created 
extremely cool sounds in the studio 
by cranking up these little wonders, 
which overdrive gloriously when the 
tubes are pushed hard and the tiny 
speaker gets a good workout. 

The Bugera V5 is a five-watt 
combo with an eight-inch speaker 
that’s proud to be a small amp. While 
it offers a few more features than the 
average vintage little screamer, the 
V5 delivers the attitude and character 
that small-combo aficionados love, 
which makes it a cool studio tool and 
a truly inspirational practice amp. 


FEATURES 
POWERED BY ONE EL84 power tube 
and a single 12AX7 preamp tube, the 
V5 delivers a maximum five watts of 
output power. An attenuator switch 
lets you select five, one or 0.1 watts of 
output so you can enjoy the V5’s clean 
and overdrive tones at various vol- 
ume levels. The controls are a little 
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`: SPECS 


1 LIST PRICE 6219.98 


i FRONT PANEL 1/4-inch 
1 input jack, gain, tone, 
$ ا‎ eames : reverb pedals in the V5’s price range. 
1 REAR PANEL 1/4-inch 
i headphone jack; 

i five, опе or O.1-watt 
i attenuator switch; 

i four-ohm speaker 

i output jack 


more advanced 
than what you'll 


a five-watt tube 
combo, consist- 
ing of gain, vol- 
ume, tone and 
a level control 
for the built-in 
digital-reverb 
circuit. In addi- 
tion to a single 
1/4-inch instru- 
ment input, the 
amp provides 
a1/4-inch 
headphone jack 
that instantly 
bypasses the 
ight-inch, 30-watt speaker when 
headphones are plugged in. You can 
also use an external speaker cabinet 
(four-ohm minimum) by unplugging 
the V5's speaker and connecting the 
abinet to the amp's speaker jack. 


THE VS 
ISA BOLD- 
SOUNDING 

ADDITION TO 
THE LEGACY 
OF THE VASTLY 
UNDERRATED 
SMALL TUBE 
COMBO. 


PERFORMANCE 
DESPITE HAVING RELATIVELY lim- 
ited tone and gain controls, the V5 
provides everything from sparkling, 
sharp clean tones to raunchy, aggi 
sive overdrive with all the desirable 
character and attractive charm of a 
vintage low-powered combo. The 
eight-inch speaker delivers a fat, 


OVERALL VALUE 


i MANUFACTURER r. A 
Bugera Amps; bugari focused midrange growl that sounds 
amps.com absolutely huge when properly 
ES vereor miked in the studio. The attenuator's 
TUBES ELB4 (power), 0.1-watt setting pumps out glorious 

1 1ƏAXT7 (preamp) i just 2 p 

ER Bugara ove drive at a volume just above con. 

i eight-inch 30-watt i versation level, and at a full five watts 

1 fourohm it's impressively loud. The digital 

i CHANNELS One 


reverb's smooth, lush decay is more 
elegant and refined than that of many 


THE BOTTOM LINE 
THE BUGERA Vs is a bold-sounding 
addition to the proud legacy of the 
vastly underrated small tube combo. 
For practice and studio applications, 
you'll be hard-pressed to find better 
bang for your buck. ЗС 


ATTENUATOR 


FEATURE ° COOL 
TUBE OVERDRIVE 

* SMOOTH REVERB 9 
VERY INEXPENSIVE 


(тй 


normally find on 


PRITCHARD 
AMPS 


SWORD OF SATORI 

The Sword of Satori is a solid-state 
amplifier with plenty of world-class tones 
that are easily dialed in. it features two 
channels with a six-voice rotary knob per 
channel. A unique Watts control lets the 
user dial the output wattage from 80 watts. 
undistorted to a max of 180 watts of peak 
distorted power. The amp is available in 
red tolex with two 12-inch Jensen Blackbird 
Alnico speakers. 

LIST PRICE: $3,000.00 

Pritchard Amps, pritchardamps.com 


ProStaceGear 
GUITAR AMPLIFIER FLIGHT 
CASES Я 

The new ProStageGear amp and speaker 
cabinet cases are available to fit many 
popular guitar amplifier sizes, and 

they meet or exceed all current ATA 
specifications. This introductory line 

of cases includes four sizes for various 
popular combo amps, one head case and a 
universal fit 4x12 speaker cabinet case. All 
ProStageGear amp cases are constructed 
with 3/8-inch composite plywood and 
laminate panels and are fully lined with 3/8- 
inch heavy-duty rubberized foam to protect 
and cushion equipment. Also featured 

are heavy-duty fully recessed hardware, 
tangue-and-groave aluminum extrusions 
and chromed-steel ball corners as well as 
four premium 4 1/2-inch casters, two with 
wheel locks. 

LIST PRICES: $239.95-6428,95 
ProStageGear, prostagegear.com 


SOUNDCHEGK «BASS DESIRES 


WIRED FOR PRECISION 


DiMarzio Model P pickup and Pre-wired Replacement Pickguard 


Ж BY ED FRIEDLAND 


NE OF THE easiest ways 

to change the fundamental 

character of an electric bass 
is to install a new pickup in it. With 
so many manufacturers cranking out 
aftermarket replacements, it’s pos- 
sible to explore a wide range of tonal 
options for virtually any instrument. 
While swapping out pickups is not a 
difficult operation, many people are 
intimidated by the prospect of firing 
up the soldering iron and digging into 
the electronics of their treasured ax. 

DiMarzio is one pickup maker that 

has responded to this sentiment by 


offering prewired setups and modular 


systems that make installing a new 


pickup much easier than it used to be. 


DiMarzio’s new prewired pickguard 
for P Bass and prewired control plate 
for J Bass instruments are designed 
to simplify the process of installing 
pickups such as its P- and J-style 
units, which have long been favorites 
of bassists, thanks to their high out- 
put and aggressive tone signature. I 
figured this was a good opportunity 
to breathe new life into my P Bass. 


FEATURES 


DIMARZIO'S PRE-WIRED Replacement 
Pickguard for P Bass comes mounted 
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on a standard, three-ply Precision 
Bass-style pickguard, available in 


! white (white/black/white) ог black 
i (black/white/black). The volume 


and tone pots are made by CTS, the 
industry standard, and both feature 


; 250K values with a modified audio 


taper designed by DiMarzio. Instead 


; of going with the typical .047mFd ca- 
i pacitor for the pots, DiMarzio chose a 
i .033mF4d, which sets the roll-off fre- 


quency slightly higher. The end r 
is that more midrange frequencies are 


i left intact as you roll back the tone 

; control. A Switchcraft input jack is 

1 also prewired to the pots, and a sim- 
; ple three-screw harness allows you 
i to connect all the wires with a small 
i flathead screwdriver (included). No 
i soldering is required. 


The pickguard will fit any of Di- 
Marzio's Precision-style pickups, and 


i itis offered with either the Model 

1 Por Split P pickup. For my review, 

: I chose the venerable Model P, one 

: ofthe most popular replacement 

: pickups since its introduction in 1977. 
: The Model P uses ceramic magnets, 

; which give it a more forward-leaning 
; tone than the vintage sound of Alnico : 
1 V magnets. The individual pole pieces : 
; are adjustable with an allen wrench, : 
i which allows you to fine-tune the 

: pickup response for each string. 


OVERALL VALUE 


SPECS 


LIST PRICE $195.00 
MANUFACTURER 


; DiMarzio, dimarzio.com 
i PICKUPS Split-coil 
lt z 


Precision-style, 
ceramic magnets 
CONTROLS Volume, 


1 Tone, CTS 250k pots 
i PICKGUARD White or 
i black three-ply 


PERFORMANCE 
THE FIRST ORDER of business was to 
get the old pickup (a Nordstrand NP- 
4) and pickguard off the bass. As this 
particular bass, a 1988 Fender MIJ P 
bass, has a small tunnel routed for the 
pickup wires to pass through to the 
control cavity (like on the older Fend- 
ers), it was necessary to disconnect 
them from the pots in order to take 
the pickup out of the ba: also had to 
disconnect the ground wire from the 
bridge. A couple of well-placed snips 
with a wire cutter did the trick. 

Once the bass was stripped, I in- 
stalled the Model P pickup into the 
pickup cut out, threading the wires 
through the hole to the control cav- 
ity. The included mounting screws 
were black to match the pole pieces 
and plastic cover (the Model P is also 
available with ivory covers). All that 
was left to do was connect the pickups 
to the wiring harness. The wiring 
diagram made it relatively idiot- 
proof—but don't forget to connect the 
bridge ground wire, or the pickup will 
buzz. After the wires were connected, 
Iscrewed the pickguard back onto the 
bass, and everything worked perfectly. 

With my bass plugged in, the tonal 
differences between the Nordstrand 
and the DiMarzio were obvious. This 
is not a case for one being better than 
the other, as each has unique qualities. 
The Nordy is a faithful update of the 
vintage P Bass tone, with a rounded 
bark and smooth response—it was a 
big improvement over the stock pick- 
up. But the DiMarzio jumps out with 
increased gain and a more aggressive 
profile. I'm not suggesting that louder 
is better, but you certainly do notice 
it right away. And aggressive does not 
necessarily mean rude—the Model P 
has an assertive voice, with warmth 
and roundness. The low midrange 
punch is accentuated and grabs its 
rightful place in the mix. 


THE BOTTOM LINE 
THE DIMARZIO MODEL P combined 
with the Pre-wired Replacement 
Pickguard is an easy way to give your 
P Bass an authoritative voice, and it's 
available in any color you want—as 
long as it's black, or white. 8G 


“CON 


PRO GREAT LO\ IID | NO TORTOISESHELL 
PUNCH • EASY TO OPTION. 
INSTALL 


Family owned & operated for over 86 years! 


Ey: 


t Bim 


the largest selection, 
the most knowledgeable people, 
the lowest prices, 


Sam Auk SamAsh.com 


DIDET" 1-800-472-6274 


MUSIC GEAR AT THE SPEED OF SOUND Real musicians are standing by 24/7 


CUSTOM GUITAR HANGERS! 
Grip Studios 


Original hand-crafted designs built from resilient resins and steel 
reinforced mounts. Cushioned insert created with TAH3 technology 
gives ample protection and securely holds your Axe. Adjustable 
mounting allows for different shaped guitars and basses. Easy wall 
mounting and many styles and colors to choose from puts your babyin 
good hands. Manufactured in the USA 

SRP: from $39.99 

www.guitargrip.com 

(760) 351-6727 


89, 
3e 


SHREDNECK - THE ULTIMATE PRACTICE 
AND WARM-UP TOOL FOR GUITARISTS! 


Shredneck LLC 

The SHREDNECK allows guitar players to warm-up any time a guitar is 
not convenient, in a car, train, plane, at the office, before gigs, etc. Use 
the SHREDNECK to work on scales, patterns and techniques, practice 
chord fingerings and movements along with building and maintaining cal- 
luses. The SHREDNECK is modeled after the first seven frets of a stan- 
dard electric guitar. For acoustic players we offer the DREADNECK model 
fitted with bronze strings. Shown in photo are the new Zakk Wylde and 
Jason Becker signature models and the P-51 model. 

SRP: $69.99 

www.shredneck.com 

(860) 413-9787 
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THE ULTIMATE STRING CLEANING TOOL 
Dave Chiappetta Enterprises 


THE STRING CLEANER 

* Extends the life and preserves the tone of guitar strings 

* Revitalizes used, old, and damaged strings 

* Works with, or without, any guitar-string cleaning solution 
* Specially designed renewable microfiber for long term use 
* Patents Pending 

SRP: $12.99 

www.thestringcleaner.com 

(310)-699-8519 


GLAM IT UP KISS STYLE! 


Planet Waves 

With over 100 million in worldwide album sales, 45 gold albums and 
legions of fans, KISS is arguably the most iconic band in history. Planet 
Waves honors KISS with a unique collection of guitar picks and straps 
featuring album cover artwork and images of Demon, Starchild, Catman, 
and Spaceman. 

Straps MSRP: $54.99 

Picks MSRP: $9.99 

www.planetwaves.com 

(800) 323-2746 


FAB COLLECTIBLES! 


Planet Waves 
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knows what the finished product should be. 
He's incredible. 
GW The record doesn't feel overproduced or 
fussed over. I don’t hear 30 overdubbed guitars 
and all kinds of bells and whistles. The overall 
impact is very immediate and direct. 

“Immediate”—I like that. Yeah, that 
lefinitely the plan. See, like I said, these 
aren’t my usual songs, but they’re all meant to 
evoke a visceral emotional response from the 
listener. So yeah, that immediacy, that lack of 
overproduction...that’s what I was going for. 
GW Going into this record, what were your 
goals as a guitarist? 

Well, like we discussed, I really want- 


was 


ed to reach people, and I wanted to reach them 
їп а way that I never did before. It had nothing 
to do with technique or “Hey, check out these 
licks I’ve been working on,” or any of that kind 
of thing. It went way beyond that. This time, I 
wanted to really grab hold of people in a very 
powerful way. [pauses and chuckles] I know that 
might sound corny, but it's the truth. 

BW It's certainly understandable. You went 
through a very emotional time with the death 
of your mother. If that hadn't happened, do 
you feel you would have made a different kind 
of record? 

Yeah. Absolutely. I don't know what 
kind, but it wouldn't have been this record. It 
wouldn't have had "Littleworth Lane" or "Two 
Sides to Every Story,” I can tell you that. You 
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know, whenever you go through an 
event like that, it changes you profound- 
ly. And to try to ignore that, to say to my- 
self, No, I’m supposed to make a “happy” 
kind of record because that’s what I do, 
it would have been a lie. Her death...it 
still feels strange to talk about her in the 
past tense...it impacted the whole record. 
Which isn’t to say it’s a mournful album, 
but it's one from the heart. As a writer 
and certainly as a guitar player, it made 
me try to do more with less. 

In the past, 1 probably would’ve 
floored everything a bit more. This 
time, I was really looking at the songs 
and searching for the spaces and say- 
ing, “Did I say it here? Do I need to 
put in more? Has the message come 
through?” I was applying a bit more 
restraint as a guitarist, but hopefully in 
a way that allows the songs to work the 
way they’re intended. 

GW When you say “restraint,” that 
shouldn’t be mistaken for “holding back.” 
No, because “holding back” 
implies something totally different. 
What I was trying to do was get more 
bang for the buck. I was trying to play 
less and say more, so in that way, I 
n't trying to hold back. In fact, I was 
trying to give more. But again, I wanted 
to make as honest a record as I could, 
and I think that's established from the 
very first song, “Premonition.” 

It's interesting, because without me 
even thinking about it as I wrote it—and 
that song, too, started out 
Chickenfoot song—it served as the perf 
album opener. Originally, it didn't have 
such a dark, minor-key melody; I rewrote 
it and explored the ominous nature of it 
all. I do a bit of shredding on it— 

GW Oh! There's that word—“shred.” 
[laughs] 


[laughs] Yeah, well, it just 
needed to build. I was thinking for a 
second, Ooh, too many notes. But Mike 
Fri id, “I’m using that pass, Joe. 
That’s the one.” 

GW It has a great breakdown section, 
that gritty little riff. 

Thanks, That, too, was left 
over from when I thought it was going 
to be a Chickenfoot song. Those kinds 
of parts work well for that band. 

GW Your guitar tone on “Premonition,” 
and on a lot of the songs, in fact, is very 
different than on your previous albums. 
It’s fatter, in some ways. 

It is. I was trying to get away 
from what I had done in the past. 
Although I was still trying to sound 
like myself. I didn't want to sound like 
somebody else entirely. But part of 
that, too, was just serving the nature 
of the composition and giving it what 
it needed. Because the song is called 
“Premonition,” it called for something 
heavier, fatter, more...dangerous. 

GW Going back to shredding, you pull 
out the stops on “God Is Crying.” 

Yeah, I do. That song is just 
an explosion of emotion, really. I know 


this sounds all heavy, but I was thinking about 
God—the whole concept of God, actually. 
Where is he? Why do we need him? So many 
questions. And then I started thinking...see, 
this is going to sound so heavy...but I started to 
think, What would happen if God came down 
to earth? Not just as a spirit, but really came 
down here physically and walked around and 
took a look at what we've done to the world. 
And all I could think was, he would cry. He 
wouldn't be too pleased at what we'd done 
with the planet. 

Anyway, musically, it's got some big rock 
moments, but they're not there for superficial 
impact; they're there for real drama. That's go- 
ingto be an amazing song to play live. 


BW Tell me about *Dream Song" and how it 
actually came to you in a dream. 

That was amazing. I was having a 
dream, and in the dream was this song. I wasn't 
playing the song in the dream, but I could 
hear the song—it was all right there, pretty 
much complete. I woke up and told my wife, 
Rubina, *I just dreamed a whole song. I have to 
go downstairs and work on it right now.” And 
that’s what I did. I started with the melody and 
the chord changes and the groove—Pro Tools is 
great!—and then I put on a gritty rhythm part. 
The wah-wah guitar opener that floats through 
the tune came later. I tried to not make it so 
"Shaft"-like; I knew I had to come up with a 
different kind of pattern. I thought it was just 
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an opener, but Mike Fraser convinced 
me to keep it going. 

&W "Solitude" is gorgeous. It sounds like 
you're playing an acoustic, and there's a 
great room ambience. 

[laughs] Yeah, it does sound 
like that, but it's not. I'm playing an 
Ibanez JS2400—the very first one, the 
prototype—straight into the Millennia 
STT-1 [preamp], and I recorded it right 
into Pro Tools. It's an incredible sound. 
The Mo' Joe [bridge] pickup is remark- 
able; it has so much depth to it. I did 
two passes of the song, and then I got 
the right take. It's just me using three or 
four right-hand fingers lightly picking— 
there's no tapping or anything like that. 
Again, and I keep going back to this, but 
it's me trying to be economical and say- 
ing what I need to say. 

I was working on this song called 
*Heartbeats," and I was at something of 
alow point. "Solitude" was supposed to 
be the intro to *Heartbeats," but I got 
into Skywalker [Studios] with the band 
and “Heartbeats” just wouldn't work— 
everybody felt a little funny about it. 
But I didn't want to lose the intro, so it 
became apparent to me and to every- 
body else that “Solitude” could stand on 
its on. Mike Keneally said it first, and 
then everybody else went, *Yeah!" I was 
a little nervous about it; I thought it was 
too naked and unadorned, but every- 
body fell in love with it and made me 
realize that it worked all by itself. This 
is a record where I was really taking 
some chances. Sometimes that's a scary 
place, but oftentimes that's where you 
have the greatest victories. 

GW Which leads me back to “Little- 
worth Lane" and "Two Sides to Every 
Story.“ The first is pure blues, and on 
the second you're playing in a very 
jazzy, George Benson-ish fashion. 

But George Benson would 
never play that middle section, which 
is more...I don't know...Pink Floyd-y 
meets Hendrix, because it goes into a 
minor key. I was just over the moon at 
how well those turned out. "Two Sides 
to Every Story" had some rhythm guitars 
and a solo and some Moog that I had 
already done, so as a band we had to play 
around it. We didn't have to work on it 
very long, though, and the take that the 
band did live was the one we went with. 
Which is pretty remarkable. Finding 
rock musicians who can relax and play 
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in that kind of time signature and sound 
at ease—that's really something. This is a 
very special group of guys. 

As far as "Littleworth Lane" goes, the 
melody guitars and the rhythm and the 
organ I had already recorded at home, so 
Mike was playing live piano, Allen live 
bass, Jeff was on live drums, and I played 
acoustic guitar. That's how we tracked 
that one. It was a difficult song to get 
right. It's a powerful song, but nobody 
wanted to overplay it. Getting the right 
take that wasn't heavy handed was key. 
BW Let's go back to *Wind in the Trees." 
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Like the last two you mentioned, it's very re- 
flective on a personal level, but musically you 
went pretty crazy with it. 

[laughs] I did. It’s a funny story. I got 
acall from my manager, Mick Brigden, and we 
arted talking about popular artists and how 
prevalent Auto-Tune was. Then he just said, 
“Have you ever played your guitar through 
Auto-Tune, Joe?" And I told him I did on a few 
occasions, but nobody really noticed it. But 
that got me thinking: Well, what if I really went 
nuts with Auto-Tune? It's like a contrarian 
view—because so many people have a nega- 
tive view of Auto-Tune, I decided to embrace 
it. So I put the guitar through Auto-Tune, and 
Iturned it to the most radical, full-on setting, 
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and I used it as an effect. As I played the song 
I used the vibrato bar, and what would hap- 
pen was, Auto-Tune, which was tuned to Ep, 
was "fixing" what I was playing, so I got this 
incredible effect, which really does sound like 
tree branches scraping against a house or win- 
dows. It's wild! Sometimes the most innocent 
of ideas presents you with an opportunity to 
try something cool. 

But yes, as you mentioned, it's a very per- 
sonal song, too. I remember when I was grow- 
ing up how I used to love to look out my win- 
dow in my bedroom in Long Island. It's such a 
wistful memory, but I always loved watching 
the trees blow around in the wind and the 
sound they would make. Some things jus 
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with you, you know? [laughs] It's funny 
to think that a memory like that would 
wind up one day with me playing my 
guitar through Auto-Tune! 

BW What guitars did you use on the 
album? Were there a lot? 

Not too many. My main gui- 
tars were the JS2400. Plus, I used an 
orange prototype of that guitar with 
an alder body, which has more of an 
upper midrange to it. The hallmark of 
the JS line, however, is the basswood 
body, which is more balanced tonally. 

I also used a blue Ibanez Strat-type 
prototype. I played that guitar on the 
Hendrix tour, but I don't know if we're 
going to go into production with it. The 
one acoustic that I used on "Littleworth 
Lane" was a 1948 Martin 000-41. And I 
used a J81200 with a Sustainiac pickup 
on the solos to *Wind in the Trees" and 
*Dream Song." 

I was very intrigued by the Sustaini- 
ac, but I didn't want to sound like other 
s who have done so many great 
with it. What I ended up doing, 
though, was play with a SansAmp [plug- 
in]. 1 really enjoy the tactile feedback I 
get using that plug-in; it gives me a dif- 
ferent kind of response, so I don't feel 
as though I'm aping other guitar players 
who have used the Sustainiac. 

BW I know you said you can't write to 
please your audience, but with an al- 
bum like Black Swans, which is a heavi- 
er and more demanding record than a 
lot of fans might expect from you— 

[smiles] That's the idea. 

GW I know. But still, isn't there a part of 
you—even a tiny part—that is concerned 
how it will do commercially? 

That's the last thing I think 
about. Believe me, I love my fans and 
appreciate them—I have the great- 
est fans in the world. But an artist has 
a duty to please himself first. Art is 
expre sion, as lofty as that sounds. If 
you're not expressing what it is you're 
feeling, if you're not pushing yourself 
to do something that matters, then you 
have to ask yourself why you're even 
doing it. And sometimes you have to 
take your lumps. Fans love some re- 
cords; others they don't love so much. 
Iknow how important this record is 
to me, so hopefully it'll resonate with 
other people. That's really all I can 
do: create, put it out there, then create 
some more. 

GW One last question: you've explained 
what “blacks swans” mean in regard to 
the album title, but what the hell is a 
“wormhole wizard"? 

[laughs] Oh, that! Well, it's 
nothing as high-minded. Or maybe it 
is. Basically, I’m fascinated by the idea 
of wormholes. Think about Не whole 
idea of crawling from one universe to 
another through a wormhole. We might 
never be able to do so in this lifetime, 
but maybe one day people will. I wish 
Icould now. Getting from gig to gig 
would be a breeze! 
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approach to the guitar were distinct. It wasn't 
just a technical tool for him like it is for a lot 
of people today; he would never have sat down 
and taught a master class about his playing, and 
it’s so rare to hear him talking about his strings 
or his amplifier or demonstrate a piece of gear. 
That concept didn’t even exist back then—the 
guitar was just the instrument that he played, 
and it was his tool for expression. And one of 
the beautiful things about him was, as an ex- 
pression of his youth, he was so fearless and 
courageous. When you look at the pictures of 
his lyric sheets, with certain words scratched 
out, and then you listen to the song and you can 


hear that he’d continued to tinker with it, you 
get the impression that he definitely had a vi- 
sion for his music and it wasn’t solidified in any 
given moment. He worked on his music con- 
stantly, and that in and of itself is inspiring. 
GW What would you say is the greatest chal- 
lenge of performing Jimi’s music on this tour? 
The real challenge is presenting the tracks 
in a respectful way, not just as a pantomime of 
someone else’s genius, with the hope of making 
it entertaining. When you hear the melody of a 
song that you love, it has a way of moving you. 
Even when I hear someone play something like, 
for example, the main riff in “Purple Haze” or 
“Little Wing,” there’s always an appreciation 
for that performer, but there’s also a feeling of 
the intense mystique about the music and about 
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Jimi himself. I'd like to try to retain that 
feeling the best that I can, so that people 
will be able to appreciate the song for 
the song. It’s a very delicate responsibil- 
ity to try to take one of his songs into an- 
other direction or area and not stomp on 
it. The goal is to try to keep that exqui- 
site thread that is him that runs through 
all of his songs. 

GW For this tour, you've picked a nice 
cross-section of songs to play: “May 
This Be Love,” which is a beautiful bal- 
lad, “Love or Confusion” and the crush- 
ingly heavy “Midnight.” 

These are three Hendrix songs that 
T’ve been dying to play for years, and they 
are all songs that I used to play with my · 
high school band. “Midnight” is such a 
great track, one that’s under the radar 
because it was on an album [War Heroes] 
that was not as well known as some of the 
others. I think it's one of Jimi's greatest 
guitar performances ever. The tone is 
incredible, and my favorite part is where 
the track sounds out-of-tune toward the 
end due to the studio flanging. The sound 
of that track is so interesting, and I have 
no idea how they got it. 

*May This Be Love" has always been a 
touching song for me. As a song, it's very 
simple and sweet, but he sort of rein- 
vented the guitar with every song he ever 
recorded, and I love this invention. The 
tonality of the song, his touch...I'm going 
to do different stuff, because I can't get 
that tone, and I don't want to even try to 
sound like him. It's a very peaceful song, 
the way he effortlessly plays through the 
chord progression, and the way in which 
he decided to use the delay and run his 
guitar along the mic stand at the begin- 
ning. That song is like a little capsule of 
one side of Jimi, and it's a treasure. When 
I was a teenager, I used to sit and play 
along to the solo section over and over. 

The way he plays that solo, all on one 
string, is something that I'd never heard 
before, and it's fascinating. That entire 
approach was an entire frame of mind, 
and he grabbed onto this atmosphere 
and made it come out of his fingers. 
There's no explaining it, and you'll never 
hear him explaining it to someone. He 
wouldn't say, *Well, I put my first finger 
on the fourth fret, and then pull off and 
slide down"; he'd be more likely to say, 
“Just pretend there are no strings on the 
guitar!" That's what that song is. When 
you listen to the way he phrases his lines, 
it's a profound language, like sentences 
from another planet. 

*Love or Confusion" is great too. Just 
the lyrics, “Is that the stars in the sky or is 
itthe rain falling down?" and the way the 
feedback guitar just screams through the 
entire track. Forget it—that’s another one 
of those moments where the meaning 
of cool has been completely redefined. 
If you listen to all of the “flower power" 
music through the Sixties and what was 
popular on the radio at that time, the 
attitude and atmosphere of his music 
changed the terrain completely, giving 


the music a different dimension that’s so authen- 
tic and sincere, and inspired. 

For example, “She’s So Fine,” from Axis: 
Bold as Love, was the only song not written 
by Jimi; it was written by Noel Redding. That 
song epitomizes a sound that was considered 
hip, and pop and mod in the Sixties, but to me 
it already sounded dated by the time I heard it. 
It’s a Sixties hippy song, and it’s funny, but next 
to the Jimi songs on the record it sounds pretty 
lightweight. The coolest part of the whole song 
is Jimi’s end solo, which culminates with the 
big dive bomb with the whammy bar. It’s like 
he redefines the whole genre with that one 
sound. And then the next track is “If Six was 
Nine.” How could anything compete with that 
piece of music? It’s so heavy. 
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GW One of the things about performing on the 
Hendrix tour is that you will be without your 
normal band and you may be playing with dif- 
ferent people from night to night. 

I know, and I'm really looking forward to 

that. I know that all the musicians are going to 
be very good. I believe this will be very rejuve- 
nating for me, because I haven't done some- 
thing like this in quite a while. 
GW Do you already know whom you'll be play- 
ing with, whether it's a trio, and whether 
you'll also be performing within other ensem- 
bles of players? 

That hasn't been nailed down, but along 
with my segment, there's a big jam at the end 
that I'll be a part of. I plan to sing the songs I'm 
playing, but I'm sure there are some other sing- 


Special ó 


ers that could cover it too. I know alot of 
the guys on the tour, so it'll be nice to be 
with them again, and I'm really dying to 
get back out on tour and play. 
BW Have you spoken much with your 
good friend Joe Satriani, last year's tour 
headliner, about his experienc 

Oh yeah. He told me all about it, and 
he loved it. He said the musicians were 
fantastic, and, you know, Joe is obvi- 
ously a really big Hendrix fan. 
BW Are you going to use any new or spe- 
cific gear for this tour? 

T'vebeen thinking about it, and I think 
I'm going to have a couple of new guitars 
made just for the tour that will somehow 
pay tribute to Jimi. Ibanez sent me a few 
bodies that are more Strat-like than my 
usual guitars. I examined very closely 
the photos of Jimi's hand-painted guitar 
that he played at Monterey [on June 18, 
1967], and I decided to hand-paint these 
new bodies in Jimi's style. If you look 
closely at Jimi's guitar, you can see that 
it's two-tone, red and white [Jimi’s guitar 
was originally red and he painted part of 
it white before further adorning it with 
flowery designs], and I believe he painted 
the guitar shortly before he went on. So I 
hand-painted them, and I'm not any kind 
ofa painter, but I tried to create a Sixties- 
style look from the perspective of 2010. 
I made two of them. They both have 
single-coil pickups and maple necks, but 
there are certain things about them that 
suit my playing style, like 24 frets, the 
type of whammy bar and the Sustainer 
pickup. Everything that I'm doing with 
this tour is being done with the utmost 
respect for Jimi's legacy, along with cap- 
turing a contemporary feeling for what 
that's all about. 
GW I can tell you from my own experi- 
ences that all of the musicians reveled in 
the uniqueness of the tour, and the pre- 
vailing feeling is that we were all part of 
this big “Hendrix” team, 
That’s one of the things that I’m re- 
ally looking forward to: being out there 
with people that all have the same desire 
and the same love and respect for Jimi. 
A tour is like a family—sometimes even 
closer than a family—because you live 
with these people every day, and there 
are no secrets at sea! I love that environ- 
ment. I’m a really big fan of the whole 
tour experience, especially in what I 
believe will be an atmosphere of mutual 
love for the project. 
GW Do you have plans for your next 
record? 

I have a few different options, but 
I’m thinking about something a little 
simpler. Some of my projects are very 
complex and involved in terms of pro- 
duction, but I’m thinking about doing 
something along the lines of Alien Love 
Secrets, which was simpler to do in this 
regard. I’m feeling it’s time to step back 
and do a record with no overdubs, you 
know, before my fingers stop working! 
[laughs] So this tour might be a good 
precursor to that. 
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do something else—maybe play a 
third, or double the line in octaves. 
GW How would you describe one another’s styles? 

Jan and Davey have a more similar approach. It’s a lot of ham- 
mer-ons and such. Whereas I probably play less notes. I try to put more 
space in there. It’s quite bluesy, actually. I grew up listening to Gary 
Moore, Pat Travers, Johnny Winter. I also loved Ritchie Blackmore, 
but when I was a kid, I thought, There’s no way I’m gonna be able to 
do that. Also, I started as a singer as well—I was in bands singing Thin 
Lizzy and UFO covers. So the fact that I was both singing and playing 
guitar at the same time may have had a bearing on my style being more 
rhythmic and more sparse. 

Adrian is certainly more rhythmic. Davey has a very smooth le- 
gato sound, whereas I think I’m more ragged, more edgy, more rough- 
and-ready. But in style I suppose you could say Dave and I are more 
similar. Maybe that's why we fit together. When we play melodies 
together they're very fluid. And then you stick Adrian in there as well 
and it just sends it off in another direction, which I love. 
GW Onstage, do you prefer playing the three-minute rockers like 
*Wrathchild" or the more involved, 10-minute epics? 

I enjoy them both, really. I love *Wrathchild"—it's one of my 
all-time favorites. I think it's a classic rock song. But I also think the 
band's forte is doing the longer, proggy songs. I don't think we're 
groovy kind of rock band. We've tried to do it in the past and it kind of 
works, but I don't see it as a strength. I noticed that most in the years I 
was out of the band. During that time I went to see Maiden live, and 
thought that the stuff they did best were songs like “Fear of the Dark." 
Stuff like *2 Minutes to Midnight" was all right, but it didn't go over 
like the more intricate and melodic songs. 
3W On your most recent tour, the majority of the set list was culled 
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from the last four albums. You didn’t play most of the classic Maiden 
tunes. That's a pretty ballsy move. 

Its a very American thing to just go out there and please your 
But that's not what we're here for. We're a valid band, 
we're an organic band, and we're changing all the time. We're not an 
Eighties band—we're right now. Or we shouldn't be doing it. The best 
way I can explain it is, I read a thing about when Led Zeppelin first 
started playing "Stairway to Heaven," and John Paul Jones said they 
went down terrible. Now, people think everybody went *Aah! That's 
incredible!" They didn't. They went “Fucking 'ell! Why are they play- 
ing this shit? Where's ‘Whole Lotta Love’ at?" 

Ithink it's just an extension of the Maiden philosophy of doing 
things the way we want and not answering to anybody. So yeah, we 
could go out and play “Run to the Hills" and “The Trooper" until we 
drop dead. But it's a bit sort of cabaret, isn't it? And I think the real 
fans don't want that from us. To keep the band going you have to keep 
writing new material and changing a bit. 

GW To that point, as a band that has been recording for 30 years, how 
do you remain vital? 

I guess we just keep doing things the way we've always done 
them, and it seems to work so we don't mess with it too much. And 
then also doing things like going out the last few years and playing new 
albums in their entirety. It keeps everyone on their toes, including us! 
Ican't speak for other bands, but all I know is every time we go 
in the studio we try to do something different. We take a few differ- 
ent avenues, try a few things we haven't done before. And we try to 
make them interesting. And also I think we write good tunes. So we're 
never gonna cheat ya. We've always stuck to our guns. We've never 
hanged. We've never sold out. We're an honest band. And that's why 
we're still here. J 
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THE MASK BEHIND THE MAN 


Ж BY NICK BOWCOTT ; Diamond Spitfire II for dirty. “The Herbert 
i sounds like nothing else out there, and the 
guitar tech ; Diamond has this supercool midrange cut. [ 
[for 3 Doors Down, Saliva, Dierks Bentley] for : When you put them together it sounds like : nature PRS and my Telecaster. They're both 
along time, so I built my own rig," says Shine- : more than one guitarist, and it has to, because : so good that they almost play themselves.” 
down guitarist Zach Myers. “It only contains : I’m the only guy up there.” E V “My original mask from 
the effects I really need, which are the ones I : ) The staggering amount ; the first Halloween movie. My full name i 
used on the record.” of pedals in Myers’ setup implies that the : actually Michael Zachery Myers. The mask i 
Like a lot of modern rockers, Myers relies : guitarist must tap-dance like a maniac, But in : put out right before we go on, and it's the last 
on multiple amps as the tonal heart of his : fact he's di: ctical workaround. : thing I grab before I walk off at the end. It's 
setup, namely a 1968 Fender Bassman for : “I use a [Voodoo Lab] GCX controller, so my : the most important part of the whole show for 
clean and a Diezel Herbert combined witha : onstage tap-dance routine is minimal," Myers : me,and I've never gone onstage without it." 


says. "Thanks to the GCX, I can switch four or 
more pedals with a single switch." 
C “My silver Sig- 
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RACK GEAR PEDAL BOARD 
SAMSON UR-5D 1979 IBANEZ TS9 ERNIE BALL 
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LOADED WITH CELESTION VINTAGE 30s HYPER PHASE A/B AMP SWITCHER PEDAL POWER 2 PLUS 
(LOCATED OFFSTAGE) VINTAGE UNI-VIBE HOUSED 
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ZACH MYERS 
SIGNATURE PRS SE 5 DIAMOND SPITFIRE II 
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A STRINGS: ST, ZACH MYERS 
ў SIGNATURE SET (11-50) 
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(BLACK) 
STRINGS SIT ZACH MYERS : 
ZACH MYERS SIGNATURE SET 050) А 
SIGNATURE PRS SE (esto EAD GEE PRS SC 250 CUSTOM 
(ROYAL BLUE) PICKUPS; STOCK (LOUIS VUITTON PATTERN) 
STRINGS: SIT ZACH MYERS STRINGS: SAT. ZACH MYERS c 
SIGNATURE SET (11-50) SIGNATURE SET (11-50) =; = 
TUNNG DROP DOWN A WHOLE STEP TUNNG: окоо 
owe CoCr AD) ou lon DADB D 
PICKUPS MIRA ROSE) PICKUPS. MIRA (BRIDGE 
SESS MIDDLE AND NECK) SE 24 ADOLE AND NECK) 


"mmn WIRELESS SIGNAL nimimm 


Illustration by Adam Cooper/guitargeek.com 


GUITAR WORLD (ISSN 1045-6295) is published 13 times a year, monthly plus Holiday issue following December issue by Future US, Inc, 4000 Shoreline Court, Suite 400, South San Francisco, CA 94080. Phone: (650) 872-1642. Fax (650) 872-2207. Website 
www futureus.com. Periodicals postage paid in South San Francisco, CA and at additional mailing offices. Newsstand distribution is handled by Time Warner Retail. Subscriptions: One year basic rate (12 issues & 12 CDs) US: $24.95. Canada: US$39.95. 
Foreign: US$59.95. Canadian and foreign orders must be prepaid. Canadian price includes postage and GST #R128220688. PMA #40612608. Subscriptions do not include newsstand specials. POSTMASTER: Send change of address to Guitar World, 
PO. Box 5641, Harlan, IA 51593-1141. Ride-along Enclosure in the following editions): C1, C2, C3, C4. Standard enclosure: Av. Returns: Bleuchip International, PO Box 25542, London, ON N6C 682, Canada. Future US, Inc. also publishes Mac|Life, Maximum 
PC, Nintendo Power, PC Gamer, The Official Xbox Magazine, PlayStation: The Official Magazine, World of Warcraft Official Magazine, NVISION, Revolver, Guitar Aficionado, Windows: The Official Magazine, MOM, Crochet Today! and Pregnancy. Entire 
contents copyright голо, Future US, Inc. All rights reserved. Reproduction in whole or in part is prohibited. Future US, Inc. is not affiliated with the companies or products covered in Guitar World. Reproduction on the Internet of the articles and 
pictures in this magazine is illegal without the prior written consent of Guitar World. Products named in the pages of Guitar World are trademarks of their respective companies. PRODUCED IN THE UNITED STATES OF AMERICA. CUSTOMER SERVICE: 
Guitar World Magazine Customer Care, PO Box 5641, Harlan, IA 51593-1141, Phone: 1-800-456-6441, Web: www.guitarworld.com/customerservice. Email: GWOcustserv@cdsfulfillment.com. Back issues can be purchased by calling 1-800-637-2852. 
REPRINTS: Reprint Management Service. Phone: 717-399-1900 ext, 100. 


* 


MADE IN CALIFORNIA 
— 


DEFTONES.COM 


